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ABSTRACT!OF!THE!DISSERTATION!
Saxophone solos have appeared in a wide variety of popular music. Once a staple 
voice of 1950s rock ‘n' roll, the saxophone had a resurgence in popular music between 
1972 and 1995, a period when some bands had saxophonists as fulltime members 
and many session saxophonists recorded and toured with pop groups and celebrities. 
This period also coincided with well-known jazz performers such as Michael Brecker 
and David Sanborn working as session musicians and touring extensively with pop 
groups. Since 1995 the saxophone has been less prevalent in popular music, apart 
from occasional high profile appearances.  
My undergraduate training in saxophone performance at the Royal Northern College 
of Music in England revolved around jazz, the French classical canon and 
contemporary classical repertoire. However, after entering the workforce as a 
freelance performer it became apparent that most of my income came from playing in 
a popular music context, an area in which I possessed minimal training. Some of this 
study’s interviewees described similar experiences being highly adept jazz or classical 
musicians discovering a need to become proficient with the pop language. Although 
there is some academic literature about the saxophone and many pedagogical 
sources on soloing, they largely focus on jazz performance practice. Few focus solely 
on popular music, even though pop solos reach larger audiences than many of the 
same elite performers’ longer jazz improvisations. 
This study addresses this anomaly by appraising the process of creating saxophone 
solos for popular music between 1972 and 1995 with a particular emphasis on studio 
procedures and the approach of the saxophonist. It examines the collaborative roles 
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of saxophonist and producer in the manufacture of a musical product which gives the 
listener the allusion of being improvised. The study adopts a mixed methods approach 
through the analysis of musical language, transcription of solos and interviews with 
eleven well-known saxophonists from Los Angeles, New York, the UK and Australia. 
These interviews focus on the saxophonists’ perspectives and experiences in creating 
feature solos for popular music recordings. The combination of interview data and 
musical transcription aims to provide greater understanding of the musical processes 
and role of the session musician in the creation of popular music. 
 
Findings include little standardisation in the production process. Often it is a rushed 
affair and saxophonists lack control over how their creative input is used in the final 
product. Conversely, there are benefits to the small amount of preparation time 
saxophonists receive to record solos. A distinct correlation between the production 
process and musical language is also established.  
 
The study finds that sax solos in popular music contain a plethora of melodic and tonal 
clichés and associations and these are analysed at length. Such formulaic devices are 
used to provide a specific level of stereotypical associations when a saxophone is 
featured. The use of such musical devices is also compared to the solo’s location in 
the form, thus identifying specific conventions to a solo’s placement within a track. The 
greater scope of the study includes furthering our understanding of popular music in 
several ways. These include examining the experience of session musicians in the 
recording studio, jazz musicians operating in popular music, artificiality in popular 
music production and classifying what is melodically acceptable in popular music. 
CHAPTER(1(*(INTRODUCTION(
"Call%him%and%see%if%he%can%do%it”%(Watts,%2015)%
Aims(of(Research((
This% research%examines% the% saxophone% solo% in% popular%music% from%1972% to%
1995,% seeking% an% understanding% of% its% performance% practice% and% quintessential%
features.% This% period% has% been% chosen% because% it% was% a% time% of% high% saxophonic%
activity% in%popular%music% (Morones,%2008,%p.%88).%Many%saxophonists%were%working%
regularly%as%session%musicians% in% the%great%musical%capitals%of% the%world% in% tandem%
with%their%careers%as%topGflight%jazz%performers.%Iconic%saxophonists,%including%Michael%
Brecker% and%David% Sanborn,% were% regularly% performing%with% high% profile% bands% as%
touring%musicians.%Significant%bands%such%as%Supertramp%and%Roxy%Music%also%had%
saxophonists%amongst%their%fullGtime%members.%%
‘Popular% Music’% is% difficult% to% define% given% its% breadth% of% historical% and% cultural%
influences.%It%includes%a%vast%number%of%subGgenres%including%soul,%hipGhop,%rock,%disco,%
techno,% BritGpop% and% grunge.% For% this% study% any% commercially% released% single% that%
featured%in%the%weekly%Top%40%of%Australia,%the%UK%or%USA%in%the%period%of%1972G1995%
is%eligible%for%inclusion%with%a%couple%of%notable%exceptions.%This%research%concentrates%
on%studio%recordings,%as%live%performances%may%permit%solos%to%be%extended%or%even%
omitted,%thus%changing%the%form%of%a%track%from%its%studioGrecorded%version.%%
A%catalogue%of% the%melodic% language%used%by%saxophonists%when%playing%solos%on%
popular%music% recordings%of% the%period% is%compiled%by% transcription%and%analysis%of%
relevant%solos%plus%interviews%with%musicians.%Building%on%Morones’%study%(2008)%of%
sax% solos% from% “pop,% rock,% R&B% and% jazz% saxophone% legends”,% this% project% also%
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formulates%a%typology%of%musical%approaches%players%adopted%when%recording%solos.%
Signature%techniques%and%melodic%language%of%particular%saxophonists%are%identified.%
The%study%correlates%trademark%musical%language%with%the%placement%of%the%solo%in%the%
recording’s%overall%form.%
This%research%also%examines%the%method%of%improvisation%utlised%in%producing%a%solo,%
and%the%emotional%inferences%a%saxophone%solo%adds%to%a%song.%The%impact%of%studio%
production%on%solos,%the%role%of%the%soloist%in%this%process%and%the%level%of%involvement%
a%musician%has%with%the%development%of%the%final%musical%product% is%examined.%The%
choice% of% saxophone%as% a% solo% instrument% and% the% rationale% behind%which% specific%
saxophone%(soprano,%alto,%or%tenor)%is%used%is%also%explored.%The%study%identifies%how%
saxophonists%perceive%themselves,%the%impact%of%their%instrument's%sound%and%image%
and%how%it%enhances%meaning%in%a%popular%music%context.%
This% project% combines% data% from% transcription% and% detailed% analysis% of% solos% with%
interviews% the% author% conducted%with% eleven%wellGknown%professional% saxophonists%
from%the%USA,%UK%and%Australia%active%in%the%recording%industry%from%1972G1995.%The%
study%examines%three%questions:%
•% What%was%the%performance%practice%of%saxophone%soloing%in%popular%music%from%
1972G1995?%
•% What%are%the%key%features%of%saxophone%solos%in%popular%music%1972G1995?%
•% How%does%this%study%inform%our%understanding%of%popular%music?%
%
%
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Terminology(Used(in(This(Study(
For%the%purposes%of%this%study%it% is% important%to%define%certain%commonly%used%
terms% as% meanings% differ% between% authors% and% musicians.% Most% importantly,% the%
difference%between%the%terms%‘style’%and%‘genre’%must%be%clarified.%In%his%book,%Rock:%
The%Primary%Text,%Allan%Moore%defines%musical%‘genre’%and%‘style’%as%%
those%common%features%which%are%found%widely%pertinent%to%a%style’s%practitioners%
which%are%basic% to%definitions%of% it.%Genres,%on% the%other%hand,%cut% right%across%
styles,%such%that%there%will%be%genres%that%intersect%both%rock%and%other%styles%of%
popular%music%(2001,%p.%3).%
But%this%is%somewhat%unclear%as%there%are%overlaps%in%Moore’s%definitions.%Conversely,%
John%Encarnacao’s%(2013,%p.%9)%separation%of%the%two%terms%is%a%clearer%more%generally%
accepted%definition.%Encarnacao%suggests%‘style’%refers%to%the%individual%nuance%of%a%
particular%musician.%His%use%of%the%term%‘genre’%is%also%apt%as%one%can%further%define%
music%using%the%term%subGgenre.%For%example,%the%subGgenres%of%hipGhop,%country%and%
grunge%fall%within%the%genre%of%popular%music.%To%avoid%confusion%in%this%thesis%the%term%
‘style’%is%generally%eschewed,%but%it%appears%in%quotes%from%interviewees.%Terms%like%
‘nuance’%are%used%to%cater%for%personal%characteristics%of%individual%players.%
In%this%thesis,% the%term%‘popular%music’%represents%a%broad%umbrella%category%within%
which%‘pop’%and%‘rock’%music%both%sit%amongst%a%range%of%musical%genres%which%are%
neither% folk%music% or% art%music.% However,% clear% distinction% is% not% always% observed%
between%‘rock’%and%‘pop’%(Moore,%2001,%p.%3,%Spicer,%2004,%p.%30)%and%their%many%sub%
genres.%Commonly%within%this%debate%‘rock’%is%described%as%authentic%with%‘pop’%being%
commercial%(Spicer,%2004,%p.%30d%Ward,%1987%as%cited%in%Moore,%2001,%p.%3,)%fitting%with%
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the%“hippie%aesthetic”%(Covach,%2009,%p.%310)%of%‘rock’%retaining%an%artistic%element.%But%
this%is%just%an%‘[ideological%defence]”%(Moore,%2001,%p.%4).%Spicer’s%use%of%the%term%‘popG
rock’%as%a% “convenient% catchGall”% (2004,%p.%30),%albeit% an%appealing%evasion,% is%one%
avoided%in%the%interests%of%retaining%clarity%in%this%thesis’s%findings.%In%this%thesis,%‘rock’%
will%be%used%as%suggested%by%Encarnacao%as%a%distinct%term%relating%to%song%form%and%
instrumentation%(2013,%p.%9)%generally%built%upon%the%playing%of%the%guitar,%bass%and%
drums.%Rock%is%a%listener’s%music%not%designed%for%dancing%in%the%manner%of%rock%‘n’%
roll%or%disco%(Covach,%2009,%p.%395).% ‘Pop’%will%stand%for%more%commercially%inclined%
recordings% with% instrumentation% including% piano,% strings,% synthesisers% and% drum%
machines.%In%later%years%pop%also%includes%sampling.%The%boundaries%between%rock%
and%pop%can%sometimes%be%distorted%as%some%renowned%pop%recordings%to%feature%a%
saxophone%solo,%such%as%Tina%Turner's%1989%‘The%Best’,%have%clear%rock%influences.%%
This%thesis% is%constructed%examining%saxophone%solos,%almost%exclusively,% from%the%
period%1972G1995.%As%there%was%a%plethora%of%different%genres%within%popular%music,%
pop% and% rock% developing% during% this% time,% the% rationale% behind% the% selection% of%
significant%solos%for%the%thesis%is%by%which%recordings%charted%highest%in%terms%of%sales%
and%radio%airplayd%charts%transcend%genre%somewhat.%These%recordings%are%mainly%pop%
in%nature%but%some%are%from%the%soul,%disco%or%hipGhop%genres%or%at%least%show%influence%
of%another%genre,%perhaps%rock.%The%placing%of%this%study%in%the%field%of%‘popular%music’%
rather%than%‘pop’%accommodates%these%distinctions.%%
When%the%concept%of%genre%arose%in%interview%questions%one%study%participant,%Lenny%
Pickett%(2015),%repeatedly%queried%“what's%genre?”%This%highlights%another%difficulty%in%
defining% musical% genre,% as% many% diverse% influences% can% be% identified% within% the%
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makeup%of%popular%music.%Jazz%suffers%from%similar%definition%issues%(Gridley,%Maxham%
and%Hoff,%1989,%p.%513).%
As%seven%of%the%eleven%interviewees%of%this%thesis%come%from%the%USA%it%seems%logical%
to%use%American%terminology%when%discussing%music%theory.%For%example,%half%step%is%
preferred% to% semitone%although%when%an% interviewee% is% directly% quoted% their% text% is%
unaltered.%Tone%can%now%be%used%to%mean%timbre%rather%than%two%semitones.%Similarly,%
in% direct% quotes% from% interviews% the%use%of% ‘pop’,% ‘popular’,% ‘rock’% and%other% genreG
describing%adjectives%will%not%be%altered%to%match%the%usage%of%these%terms%as%outlined%
earlier%in%this%introduction.%
A%list%defining%commonly%used%musical%terminology%as%used%in%this%thesis%is%found%in%
Appendix%A.%%
%
The(Saxophone(Solo(–(A(Historical(Overview(
The% status% of% the% saxophone% as% a% soloing% voice% has% waxed% and% waned% in%
accordance%with%popular%music%trends.%The%growing%popularity%of%recordings%resulted%
in%a%reduction%of%live%performance%work%in%the%1920s%and%1930s%(Waksman,%p.%56).%%As%
the%amplification%of%instruments%developed%after%the%late%1930s%(Segell,%2005,%p.%139)%
bands%needed%less%personnel%to%create%a%sound%to%fill%a%large%space.%A%further%reduction%
in%the%number%of%musicians%employed%in%ensembles%occurred%in%the%1940s%because%of%
the%conscription%of%men%to%fight%in%World%War%II%(Segell,%2005,%p.%140).%Popular%music%
groups% with% large% wind% sections% including% saxophones% disappeared,% although% the%
saxophone%remained%a%standard%voice%in%the%music%of%the%1950s%(ibid.),%and%continued%
despite%the%growing%use%of%the%electric%guitar%(Segell,%2005,%p.%149d%Ingham%&%Helliwell,%
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1998,%p.%154).%As%the%only%wind%instrument%in%bands%of%this%era,%the%saxophone%was%
frequently%used%for%solos%“to%push%the%excitement% factor”% in%many%bands%(Ingham%&%
Helliwell,%1998,%p.%154).%From%1955G1962%there%was%a%significantly%higher%number%of%
saxophone% solos% in% charting% recordings% than% in% the% years% that% followed% (Laughter,%
2015).%%%
Part%of%the%credit%for%the%popularity%of%saxophone%solos%in%these%early%rock%’n’%roll%years%
is%attributable%to%the%prolific%song%writing%partnership%of%Jerry%Leiber%and%Mike%Stoller%
and% their% string% of% hit% recordings% in% the% 1950s% (Segell,% 2005,% p.% 147).% Leiber,% a%
saxophonist,% states% "all% the% solos% were% either% piano% or% saxophone,% mostly% the%
saxophone”% (Segell,%2005,%p.%148).%Even% though%King%Curtis,%Gil%Bernal%and%Boots%
Randolph%were%hired% to%do% the%playing,% the%placement%of%solos%within%1950s%music%
comes%partly%from%Leiber’s%love%of%the%instrument.%%
After%1960,%other%popular%music%ensembles%retained%the%use%of%a%saxophonist.%The%
horn%section%was%a%feature%in%1960s%Soul%and%R&B%(Ingham%&%Helliwell,%1998,%p.%154)%
and%the%simple%presence%of%the%instrument%in%a%band’s%lineup%(often%house%bands%in%
recording%studios)%resulted%in%more%soloing%opportunities.%Ingham%and%Helliwell%(1998%
p.%156)%state%that%during%the%era%explored%by%this%thesis,%saxophonists%were%integrated%
into%bands%as%members%rather%than%being%hired%as%session%players%for%solo%recordings%
or% tours%as%had%been%commonplace% in% the%preceding%decade.%However,% this% is%not%
borne%out%by%Laughter’s%statistics%(2015)%or%my%own%research.%Three%examples%of%band%
member%saxophonists%include%John%Helliwell%with%Supertramp,%Clarence%Clemons%with%
Bruce%Springsteen’s%E%Street%Band%and%Andy%McKay%with%Roxy%Music,%but%the%use%of%
session% performers% continued.% Other% acts% included% a% saxophonist% amongst% their%
touring%line%up%even%if%the%musicians%were%never%classified%as%full%band%members.%
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Choosing% 1972% as% the% starting% point% for% popular% music% examined% in% this% thesis%
emanates%from%where%statistically%an%increase%in%saxophone%solos%in%popular%music%
occurred%rather%than%where%some%commentators%believe%it%initiated.%Cottrell%(2012,%p.%
295)%sets%the%“late%1970s%and%early%1980s”%as%the%beginning%of%the%“second%saxophone%
craze”%whereas%Ingham%and%Helliwell%are%more%specific,% (1998,%p.%156)%citing%Gerry%
Rafferty’s%1978%release,%‘Baker%Street’,%as%the%beginning%of%the%surge.%This%they%label%
the%‘Baker%Street%phenomenon’.%This%escalation%resulted%in%a%huge%growth%in%the%sale%
of% saxophones,% the% biggest% since% the% 1920s% (Ingham%and%Helliwell,% 1998,% p.% 156).%
Laughter’s%data%(2015)%indicates%a%marked%increase%in%the%number%of%solos%per%year,%
but% it% is% far% from% the% exponential% growth% one%might% expect% when% using% terms% like%
“phenomenon”% (Ingham%and%Helliwell,% 1998,% p.% 156)% and% “craze”% (Cottrell,% 2012,% p.%
295).%
The% ‘Baker%Street%phenomenon’%or% ‘second%saxophone%craze’%was%more%evident% in%
popular%culture%and%product%sales%than%in%popular%music.%Many%television%show%theme%
songs% including%Cagney% and% Lacey,% Rosanne,% Full% House% and% The% Cosby% Show%
prominently% featured% the% saxophone.% The% development% of% the% music% video% also%
“visually%reinforced%the%instrument’s%sonic%identity”%(Cottrell,%2012,%p.%296).%When%MTV%
was% launched% in% 1981,% the% saxophone,% with% its% characteristic% appearance% became%
increasingly%popular,%thus%its%heightened%profile%cannot%be%attributed%to%the%release%of%
‘Baker%Street’%alone.%Ingham%and%Helliwell%do%not%explicitly%offer%‘Baker%Street’%as%the%
singular%reason%for%the%boom%stating,%“no%one%really%knows%why”%(Ingham%and%Helliwell,%
1998,%p.156),%so%it%is%misleading%to%ascribe%the%phenomenon%to%one%recording.%%
Helliwell%and%Ingham’s%statement,%that%the%phenomenon%“legitimised%the%saxophone%in%
mainstream%pop%instead%of%being%an%extra%instrument%on%loan%from%jazz”%(Ingham%and%
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Helliwell,%1998,%p.%156)%also%lacks%weight.%Examining%Laughter’s%data%it% is%clear%that%
the%saxophone%was%utilised%as%a%solo%voice%in%many%wellGknown%recordings%throughout%
the%1960s%and%1970s%with%many%of%these%reaching%high%positions%in%the%charts.%Helliwell%
and%Ingham’s%label%might%refer%to%a%legitimising%of%the%saxophone%within%white%popular%
music,%but%this%too%is%specious.%For%example,%recordings%to%reach%the%top%ten%featuring%
saxophone% solos% from% 1967% only% feature% black% artists,% and% this% is% clearly% a% trend%
throughout% the%1960s.%The%horn%section%was%a% regular%part%of%soul,%R&B%and% funk,%
genres%which%were%principally%the%domain%of%black%musicians.%There%were%exceptions%
in%this%decade,%including%Ronnie%Scott%playing%on%the%Beatles’%(1968)%Lady%Madonna%
and%Bobby%Keys’%work%with%the%Rolling%Stones,%but%the%number%of%saxophone%solos%on%
hits%by%white%artists%is%minimal%compared%with%those%by%black%artists.%
Popular%music%is%so%diverse%that%it%is%difficult%to%discuss%legitimisation%of%an%instrument%
across% the% field% as% a% whole.% Popular% music% certainly% used% saxophone% solos%more%
between% 1972% and% 1995% than% in% the% years% preceding% and% following,% and% this% is%
noticeable% in% Laughter’s% (2015)% statistics.% If% legitimising% the% saxophone% means%
removing%it%from%a%place%of%novelty,%then%its%placement%as%a%solo%instrument%in%soul%and%
R&B%refutes%this%assertion,%as%both%genres%were%listened%to%by%wide%audiences.%The%
use% of% permanent% band% members% within% ensembles,% or% regularly% employed%
saxophonists%before%the%release%of%‘Baker%Street'%also%rebuffs%the%claim%this%recording%
legitimised%the%instrument%in%popular%music.%%Bobby%Keys%performed%with%the%Rolling%
Stones%prior% to% the% ‘Baker%Street% phenomenon’% and% from%analysis% of% his% solos,% his%
musical%language%and%performance%aesthetic%do%not%resemble%a%jazz%musician.%%%
In% summary,% prior% to% 1972% there% was% a% lull% in% saxophone% usage% in% popular%music%
compared% to% the% music% of% the% 1950s.% After% 1972% there% was% a% boom,% although%
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saxophone%solos%were%not%as%common%as%in%the%1950s.%The%boom%also%coincided%with%
the%rise%of%the%music%video%and%changes%in%the%popular%music%landscape.%%
%
Definition(of(a(Solo(as(Used(in(This(Study((
This% study% focuses% on% the% sections% of% a% recording%where% a% saxophone% solo%
appears%to%be%improvised%(even%if%it%is%not%actually%improvised)%and%does%not%reappear%
several% times%as%a%catchy%hook%or%chorus.%This%definition%excludes%Gerry%Rafferty's%
‘Baker%Street’%and%George%Michael's%‘Careless%Whisper’%as%although%they%are%famous%
melodies%performed%as%solos%(featured%as%lead%instruments),%they%recapitulate%familiar%
material%and%do%not%take%the%listener%anywhere%new%after%their%initial%appearance.%The%
criteria%for%consideration%in%this%thesis%might%not%always%be%so%clear:%Billy%Joel's%‘Just%
The%Way%You%Are’%features%the%saxophone%in%short%bursts%providing%structural%linking%
material,% however,% it% features%extended%sections%where% the% saxophone%player,%Phil%
Woods,% appears% to% be% improvising% as% would% be% expected% in% conventional% jazz%
performance%practice.%The%key%criteria%for%defining%the%saxophone%feature%as%a%solo%
are%that%it%is%assuming%the%role%of%vocal%replacement%in%terms%of%position%within%the%mix,%
and%that%it% is%performing%material%not%performed%again%verbatim.%During%the%solo%the%
principal% vocal%will% have% stopped,% although% backing% vocals%may% continue.% In% some%
examples,%the%principal%vocal%may%reGenter%as%the%saxophone%solo%winds%down.%
Instrumental%hits%are%excluded%from%this%study.%Candy%Dulfer’s%1990%hit,%‘Lily%Was%Here’%
features% the% saxophone% as% one% of% two% voices% in% the% initial% presentation% and%
recapitulation%of%the%melody.%Although%Dulfer%appears%to%improvise%a%solo%during%the%
recording,%this%release%and%others%like%it%are%omitted%because%the%saxophone%is%not%a%
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‘guesting’% instrument% when% it%momentarily% becomes% the% principal% voice% in% the%mix.%
Kenny%G's%‘Songbird’%and%The%Average%White%Band's%‘Pick%Up%the%Pieces’%are%similar%
charting%examples%omitted%from%this%research.%
For%inclusion%in%this%study%the%saxophone%does%not%need%to%be%used%exclusively%in%a%
solo% capacity.% Frequently% when% the% saxophone% is% used% as% the% featured% soloist% it%
performs%elsewhere%in%a%recording,%perhaps%within%a%horn%section%or%playing%fills.%The%
saxophonist%may%also%play%multiple%solos%during%a%single,%such%as% in%Carole%King’s%
‘Jazzman’%and%Take%That’s%‘A%Thousand%Love%Songs’.%
%
Saxophonist*Researcher(
As%a%professional%saxophonist%my% intimate%knowledge%of% the% instrument%and%
experiences%scoring,%rehearsing,%performing%and%recording%music%impact%my%approach%
to%the%study.%This%places%me%in%an%advantageous%position.%I%do%not%view%this%lack%of%
professional%distance%as%an%impediment%but%as%an%opportunity%to%bring%added%depth%
and%insight%to%this%research.%Although%my%musical%tastes%contributed%to%the%selection%
of% case% studies% and% saxophonists% interviewed% for% this% project% it% did% not% bias% the%
outcomes% of%my% research.% Indeed,% some% of%my% findings% contradict%my% own% firmlyG
entrenched%views%on%the%performance%and%recording%of%popular%music.%
My%interest%in%this%topic%came%about%at%age%fifteen%after%hearing%the%Phil%Collins%bigG
band%album,%A%Hot%Night%In%Paris,%featuring%saxophonists%Gerald%Albright%and%James%
Carter.%I%began%listening%to%instrumental%saxophone%music,%and%soon%after,%jazz.%During%
my%years%attending% the%Royal%Northern%College%of%Music% I% hid%my% love% for%popular%
musicd% it%was%looked%down%on%by%my%fellow%students.%However,%as%I%discovered%the%
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number%of%elite%performers%working%in%this%field%as%session%musicians,%and%found%myself%
playing%an%increasing%amount%of%popular%music%it%seemed%prudent%to%study%it%properly.%%
This% is% not% autoethnographic% research.% I% am% not% examining%my% own% practice% as% a%
saxophonist,% and% results% remain% firmly% based% on% the% findings% of% transcriptions,%
analyses%and%interviews.%However,%as%a%result%of%this%project%my%approach%to%playing%
popular%music%has%been%greatly%enhanced,%furthering%my%ability%as%a%performer%and%
enabling%me%to%play%quality%genreGappropriate%solos.%
!
Chapter(Outline((
Chapter% One% outlines% the% main% aims% of% the% study% and% sets% key% definitions%
including% the% saxophone% solo% as% an% entity.% It% also% provides% a% short% history% of% the%
instrument%in%popular%music%and%highlights%the%significance%of%the%era%studied%in%this%
dissertation.%
Chapter%Two%reviews%literature%related%to%the%research%questions.%Literature%and%other%
source%material%is%reviewed%examining%performance%practice%for%saxophonists%playing%
solos% on% popular% music% recordings.% Appraisal% of% primary% and% secondary% source%
materials% is% given.% Chapter% Three% outlines% the% research%methodology% employed% in%
writing%this%thesis.%It%describes%the%mixed%methods%approach%and%the%data%gathering%
techniques%and%analytical%processes%used.%%
Chapter%Four%discusses%the%process%of%constructing%a%saxophone%solo%in%the%recording%
studio.% It% also% examines% the% method% of% creation% from% the% perspective% of% the%
saxophonist,%and%the%impact%of%technology%and%the%producer.%It%analyses%the%use%of%
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improvisation% in% creating% melodies% for% solos.% Chapter% Five% identifies% the% melodic%
language%used%within%solos%by%saxophonists,%and%ascertains%what%is%required%to%create%
an%effective%solo.%Chapter%Six%discusses%and%catalogues%musical%clichés,%or%melodic%
devices,%used%by%performers%tow%create%effective%solos.%%
Chapter% Seven% examines% the% placement% of% saxophone% solos%within% popular%music%
recordings.% It% identifies% trends% in% when% and% where% solos% occur% both% in% terms% of% a%
recording’s%duration%and%within%the%larger%song%form.%It%also%correlates%cliché%usage%to%
the%placement%of%solos%in%recordings%and%associates%signature%clichés%and%techniques%
with%specific%performers.%
Chapter%Eight%provides%the%conclusions%of%the%thesis%where%answers%are%presented%to%
each% of% the% research% questions.% A% brief% discussion% follows% which% summarises% the%
saxophone’s%use%in%popular%music%up%to%the%present%day,%and%recommendations%are%
made%for%further%research.%%
%
%
%
%
%
%
%
%
 
 
13 
CHAPTER(TWO(*(LITERATURE(REVIEW(
“I%try%to%listen%to%a%lot%of%different%music”%(Pickett,%2015)%
How(This(Study(Adds(to(Existing(Literature(
There%is%a%paucity%of%academic% literature%concerned%with%saxophone%solos% in%
popular%music,%thus%the%literature%discussed%in%this%thesis%is%drawn%from%five%different%
areas:%%%%%
•% books%on%popular%music,%and%on%the%saxophone.%Some%scholarly,%others%more%
colloquial%in%tone%% % % % %%%%%%%%%%%%%%%% % %
•% a% variety% of% pedagogical% sources,% including% transcription% anthologies% and%
educational%iPad/iPhone%apps%% %%%%
•% articles% from% musicGfocused% periodicals% such% as% Billboard,% Downbeat% and%
Crescendo%%% % % % % % % %%%%% % % %%%
•% John%Laughter’s%(2015)%catalogue:%The%History%of%“Top%40”%Saxophone%Solos%
1955U2013%
•% published%analyses%of%solos%from%academic%articles%or%theses%%
This%chapter%begins%with%an%overview%of% these%publications% followed%by%a% review%of%
primary%and%secondary%source%materials.%
Texts%that%provide%an%overview%of%the%saxophone%include%chapters%on%its%involvement%
within%popular%music%as%part%of%a%broader%examination%of%the%instrument’s%history%and%
sociological% impact.% Their%mentions% of% notable% saxophone% appearances% in% popular%
music%are%insightful%(Cottrell,%2012d%Ingham,%1998).%Other%overview%texts%speak%more%
generally%but%do%not%provide%specific%examples%(Harvey,%1995d%Segell,%2005).%However,%
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none%of%these%books%focuses%purely%on%the%involvement%of%the%saxophone%in%popular%
music.%For%the%purposes%of%this%thesis%the%main%literary%sources%worthy%of%examination%
are%Ingham%and%Helliwell’s%chapter%in%The%Cambridge%Companion%to%the%Saxophone%
(1998),%Cottrell’s%The%Saxophone% (2012)%and%Segell’s%more% journalistic%The%Devil’s%
Horn%(2005).%All%of%these%provide%an%overview%of%the%history%of%the%instrument%in%popular%
music.% Roach’s% chapter% in% The% Cambridge% Companion% to% the% Saxophone% (1998)%
provides%pedagogical%advice%on%techniques%for%playing%the%saxophone%in%a%rock%‘n’%roll%
context%whilst%Davis% (1998)% provides% a% chapter% discussing% the% required% skills% for% a%
session%musician.%%
Only%a%small%amount%of%literature%focuses%on%approaches%to%playing%saxophone%solos%
in%popular%music.%The%literature%which%does%is%entirely%pedagogical% in%nature.%Some%
authors% focus%upon%scales%and%modes,%articulation%and% the%setup%of% the% instrument%
(Price,% 1995d% Laughter,% 1992),% but% these% sources% are% aimed% at% students% and% offer%
minimal%insight%for%this%study.%Little%explanation%is%given%into%the%relationship%between%
melody%and%harmony,%or%the%process%of%creating%a%solo.%Because%of%copyright%reasons%
transcriptions% of% solos% from% commercially% successful% records% are% generally% not%
provided%in%these%publications.%Instead,%materials%composed%by%the%authors%to%illustrate%
concepts%are%provided.%%
Of% the% published% books% containing% transcriptions% of% renowned% saxophone% solos% in%
popular%music,%some%contain%advice%on%how%to%perform%them%convincingly%(Morones,%
2008),%while%others%offer%none% (Harrington,%2010).%As% these%solo% transcriptions%are%
chosen% by% saxophonists% and% pedagogues,% one% can% presume% that% selections% were%
made%based%on%the%commercial%success%of%the%recordings%in%which%the%solo%is%featured%
and/or%the%solo's%status%as%a%model%worthy%of%emulation.%Some%of%these%transcriptions,%
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once% checked% for% accuracy,% are% used% later% in% this% study% alongside% transcriptions% I%
compiled%for%analysis.%
Solo%transcriptions%are%not%only%published%in%books%but%are%available%for%download%from%
websites%such%as%www.saxsolos.com.%A%benefit%of%solo%transcriptions%is%the%ability%to%
examine% musical% language% in% traditional% notation.% Chord% symbols% for% the%
accompanying%harmony%are%generally%provided%above%the%stave,%thus%enabling%easy%
associations%to%be%made%with%the%melodic%language.%However,%there%are%limits%to%the%
level%of%information%traditional%music%notation%can%precisely%impart%to%a%reader,%because%
nuances% such% as% growling% and% vibrato% can% be% difficult% or% impossible% to% notate.%
Explanatory%text%supplementing%transcriptions%(Morones,%2008)%should%be%approached%
with%some%caution%due%to%sycophantic%praise%of%performers%and%a%superficiality%in%the%
information%provided.%Nevertheless,%these%explanatory%texts%contain%some%interesting%
descriptions%of%the%creative%process.%
Many% pedagogical% sources% are% now% released% as% eGbooks% (Mintzer,% Sheppard,%
Liebman,% &% Orenstein,% 2013).% Their% discussion% of% improvisation% is% primarily% jazzG
focused,% with% popular% music% only% cursorily% mentioned% as% a% genre% in% which%
improvisation% occurs% (Mintzer% et% al.,% 2013).% VideoGbased% apps% (Beasley,% 2012d%
Marienthal,%2011)%are%more%useful%as% they%contain%both%discussion%and% ‘playGalong’%
examples.%These%sources%frequently%contain%melodic%language%similar%to%solos%found%
on%popular%music%recordings.%The%supplementary%playGalong%studies%are%often%placed%
over%contemporary%backing%grooves%with%limited%chord%changes%akin%to%some%popular%
music.%The%sample%solos%presented%in%these%pedagogical%sources%are%generally%longer%
than%solos%heard% in%popular%music,%and%there% is%no%discussion%of% the%short%duration%
solo.%%
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Media% interviews% with% commercially% successful% performers% vary% in% quality% and% for%
research%purposes%should%be%approached%with%a%degree%of%skepticism.%In%the%hope%of%
promoting%record%sales,%artists%and%interviewers%may%romanticise%moments%of%artistic%
inspiration%(Burnard%&%Haddon,%2014,%pp.%43G44)%thus%the%use%of%this%material%is%limited.%
Conversely,%other%interviews%can%be%excellent%sources%of%information.%For%example,%in%
a% 1979% interview% for%Downbeat%with%Steve%Bloom,%The%Studio% and% its%Discontents,%
Michael%Brecker%provides%great%insight%into%the%life%and%work%of%a%session%musician. 
For%deceased%performers,%like%Brecker,%such%secondary%materials%are%the%best%sources%
of%literary%information.%%
Another%source%is%the%quantitative%list%of%charting%saxophone%solos,%The%History%of%“Top%
40”% Saxophone% Solos% 1955U2013% (Laughter,% 2015).% It% is% published% on% a% variety% of%
different% websites% including% www.cafesaxophone.com% and% www.saxontheweb.net.%%
This%list%is%in%a%constant%state%of%refinementd%Laughter%has%also%accepted%corrections%I%
have%submitted.%The%list%is%unique%in%its%cataloguing%of%saxophone%solos%in%successful%
popular%music%recordings.%The%main%issue%with%this%document%is%the%criteria%used%for%
inclusion%of%a%recording.%In%the%introduction%to%the%list,%Laughter%states:%%
The%majority%of%the%listed%hits%contain%an%obvious%solo.%However,%a%few%of%the%hits%
have%a%dominant%sax%line%in%the%background%but%no%solo%per%se.%According%to%the%
contributors%the%background%sax%line%was%a%vital%part%of%the%song%so%it%was%added%
(2015,%p.%2).%%
The%prerequisites%for%inclusion%on%Laughter’s%list%of%solos%and%the%definition%of%a%solo%
employed%in%this%thesis%differ.%In%this%research,%a%solo%requires%the%saxophone%to%take%
the% foreground% as% a% vocal% substitute% whilst% appearing% to% improvise,% but% Laughter%
includes%horn%lines%which%do%not%function%as%solos.%In%other%examples,%melodic%hooks%
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like%‘Baker%Street’%are%listed%as%solos.%Sometimes%no%solo%or%saxophonic%activity%of%any%
kind% is% evident,% for% example,% Toto's% ‘Africa’,% where% saxophonist% Jim% Horn% plays%
recorders%only.%%
Although% Laughter’s% catalogue% is% intended% to% document% charting% recordings% with%
saxophone%solos% from% the%US%and% the%UK,% recordings%outside% the%Top%40%of% these%
nations%are%also%included.%Laughter%states%that%this%document%developed%as%he,%friends%
and% colleagues% encountered% solos% on% popular% music% recordings,% and% he% has% not%
examined% every% charting% recording% released% between% 1955% and% 2013% (Laughter,%
personal%communication,%August%9,%2015).%Laughter’s% list%also%shows% transcripts%of%
emails%with%performers%and% record%companies% to%demonstrate% the% research%he%has%
undertaken.%Despite%its%shortcomings,%this%list%is%a%useful%resource%for%this%study%as%it%
provides%a%springboard%for%many%lines%of%inquiry.%%
None%of%the%sources%mentioned%thus%far%provides%a%clear%definition%of%what%constitutes%
a%solo,%and%only%some%authors%adhere%to%the%definition%set%out%in%Chapter%One%of%this%
thesis.% In% the% transcription% books% previously% mentioned,% recordings% with% famous%
saxophone% refrains% such% as% ‘Baker% Street’% and% ‘Careless%Whisper’% are% not% found,%
although%both%appear%as%‘great%solos’%in%other%publications%such%as%Saxmania%(Evans%
&%Tayton,%1995).%Although% instructional%manuals%and%sheet%music%compilations%are%
included% in% the% literature% review,% Saxmania% and% similar% texts% are% omitted% as% they%
contain% no% performance% advice% and% do% not% conform% to% the% definition% of% a% solo% as%
outlined% for% this% study.% Therefore,% this% thesis% will% add% to% the% available% literature% in%
providing% information%on% the%performance%practice%and%meaning%behind%saxophone%
solos%in%popular%music.%
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Sound,(Image(and(Associations(
The%saxophone%possesses%an%instantly%recognisable%sound%no%matter%which%of%
an%extraordinary% palette% of% tone% colours% is% heard.% Its% shape% is% also% iconic%with% few%
objects% comparable.% The% saxophone’s% sound,% image% and% associations% are% highly%
important%to%the%experience%of%hearing%recorded%popular%music%because%in%the%mind%of%
the% listener% the% shape% and% associations% are% instantly% conjured% when% hearing% the%
instrument.%The%connotations%of%using%the%saxophone%are%as%much%a%feature%of%solos%
as%the%language%employed.%The%variable%sounds%of%the%instrument%are%also%a%matter%of%
discussion%between%players%and%producers%in%sessions%ascertaining%what%is%desired%
for%a%specific%solo.%
%Many% adjectives% have% been% used% to% describe% the% saxophone’s% timbral%
capabilities.%David%Liebman’s%book,%Developing%a%Personal%Saxophone%Sound%(1994),%
contains%a%nearGexhaustive%list%of%such%terms:%“light,%airy,%cutting,%brassy,%bright,%full,%
fuzzy,% deep,% dark,% nasal,% piercing,% clear,% smooth,% shimmering,% silky,% biting,%watery,%
tinny,%cool,%harsh,%dry,%sour,%screeching,% lush,% luxurious,%velvety,%and%bellGlike”.% In%a%
journal% article,% ‘Trends% in% Description% of% Saxophone% Timbre’,% Mark% Gridley% has%
catalogued% a% plethora% of% adjectives% others% have% used% to% describe% individual%
saxophonist’s% sounds,% even% noting% Paul% Desmond’s% sound% as% “like% a% dry% martini”%
(1987,%p.%304).%%
It%is%suggested%that%“part%of%the%appeal%of%the%saxophone%is%its%capacity%for%individual%
sounds”% (Shepherd,%Wick% and% Oliver,% 2003,% p.% 495).% The% bright% sound% of% the% alto%
saxophone%solo%on%Rod%Stewart’s% ‘Some%Guys%Have%All%The%Luck’% is%a%world%away%
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from%the%mellower%sound%of%the%tenor%saxophone%on%Spandau%Ballet’s%‘True’,%and%the%
growling%timbre%often%heard%in%pop%anthems%like%Tina%Turner’s%‘The%Best’.%%
Shepherd,%Wick%and%Oliver%(ibid.)%state%that%“each%genre%in%which%the%saxophone%is%
used% represents% a% different% musical% context,% thus% allowing,% or% even% necessitating,%
individual% saxophone%sounds.”%Examining% the%sound%used%across%a% variety%of% subG
genres,%and%analysing%connections%is%difficult%where%boundaries%between%genres%are%
blurred.%Ultimately% it%seems%beneficial% to% this%study%to%group%popular%music%under%a%
single%umbrella.%%
The% ideal%of%vocal% replacement% is%a%key%component%of%saxophone%solos% in%popular%
music%so%it%is%pertinent%to%examine%comparisons%between%the%sound%of%the%saxophone%
and%the%human%voice.%In%his%preface%to%‘A%Lincolnshire%Posy’,%composer%Percy%Grainer%
is%one%of%many%commentators%to%have%reported%this%observation%(Cottrell,%2012,%p.%228).%
David%Brackett%(2000,%p.%136)%also%identifies%a%link%to%the%human%voice%in%his%analysis%
of%‘Superbad’.%He%compares%the%sound%of%the%tenor%saxophone’s%altissimo%register%to%
the% falsetto% of% James% Brown.% Helliwell% and% Ingham% describe% the% saxophone’s%
contribution%to% the%“vocally%dominated%genres%of%rock%and%pop”%as%using% its%“unique%
vocal% attributes% with% conflicting% personalities% of% sweetness% and% anguish”% (1998,% p.%
153).%%
From%1972G1995%“many%bands%used%synthesiser%brass%pads%for%fills%and%stabs,%which%
was% perfectly% adequate% as% long% as% you%weren’t% listening% too% closely”% (Ingham% and%
Helliwell,%1998,%p.%158).%The%sound%of%a%horn%section,%and%saxophone%therein,%were%
difficult%to%replicate%on%the%primitive%synthesisers%of%this%period,%particularly%considering%
the%variety%of%individual%sounds%the%saxophone%produces.%This%is%particularly%noticeable%
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in% recording%such%as% ‘Careless%Whisper’%where%synthesised%stabs%are%heard% in% the%
background%of%the%recording%but%the%solo%saxophone%hook%is%played%by%a%real%musician.%
Whether%the%saxophone’s%presence%as%an%acoustic%instrument%within%largely%electronic%
or%synthesised%musical%context%stands%as%a%voice%of%authenticity,%or%something%else,%is%
yet%to%be%determined.%
GGGGGGGGGGGGGGGGGGGGGGGGGGGGGG%
The%saxophone%as%a%symbol%or%icon%has%various%connotations%within%modern%society.%
Its%known%associations%may%be%responsible%for%the%selection%of%the%saxophone%as%a%
solo%instrument%in%popular%music,%assisting%the%producer%or%artist%in%making%a%desired%
statement.% The% imagery% of% the% saxophone% consists% of% not% only% the% instrument’s%
distinctive%shape,%but%also%the%theatrics%employed%by%some%performers.%%
Some%authors%note%that%the%saxophone%has%become%a%symbol%of%cool%(Cottrell,%2012,%
p.% 310d% Segell,% 2005,% p.% 220).% Stephen% Cottrell% (2012,% p.% 310)% describes% the%
saxophone’s%usage%in%1980s%culture%as%“chic%materialism”%due%to%its%appearance%as%a%
fashionable% accessory.% The% saxophone% was% considered% “profane”% by% various%
institutions%such%as%the%Vatican%(Segell,%2005,%p.%38),%which%in%1914%banned%it% from%
being%played%in%Catholic%churches%(Cottrell,%2012,%p.%313).%During%the%development%of%
jazz% and% dance%music% from% the% 1920s% to% the% 1940s,% the% saxophone%was% “fiercely”%
denounced%by%many%social%commentators%for%causing%“youthful%dissolution”%(Cottrell,%
2012,%p.%312).%Other%instruments%with%strong%jazz%associations,%such%as%the%trumpet,%
trombone% and% bass% had% classical% backgrounds% and% were% therefore% somewhat%
impervious% to% the% conservative% backlash% levelled% at% the% saxophone% for% its% jazz%
associations%(Cottrell,%2012,%p.%312).%The%saxophone%even%became%an%iconic%object%of%
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derision%in%the%Third%Reich’s%battle%against%jazz%and%soGcalled%Entartete%Musik%(Segell,%
2005,%pp.%224G225).%By%“the%last%decades%of%the%twentieth%century”%the%saxophone%had%
moved%to%embody%“urban%cool”%(Cottrell,%2012,%p.%310).%%
Occupying%an%interstitial%position%between%the%woodwind%and%brass%families,%there%is%a%
considerable%sense%of%androgyny%in%the%saxophone’s%shape%(Doubleday,%2008,%p.%14d%
Cottrell,%2012,%p.%333).%This% is%compounded%by%several% factors:% the%saxophone%also%
has%inverse%connections%between%shape%and%the%pitch%as%described%in%choral%tradition%
(soprano,%alto,% tenor,%baritone/bass).%The%soprano,%a% term%normally%associated%with%
female% singers,% correlates% to% the% straight% phallic% shaped% instrument% and% the% lower%
maleGsounding% tenor,% baritone% and% bass% are% curvy,% somewhat% reminiscent% of% the%
female% form.% These% paradoxical% associations% contribute% to% what% Adorno% calls%
zwischengeschlechticher,%or%blending%between%genders%(Doubleday,%2008,%p.%14).%In%
the%music%of%the%1980s,%gender%ambiguity%was%used%to%heighten%the%‘sexual%charge’%
rather%than%to%question%the%masculinity%of%artists%(Waksman,%1999,%p.%6),%and%followed%
on% from% David% Bowie’s% use% of% the% instrument% in% the% 1970s% when% portraying% an%
androgynous%persona%(Doggett,%2012,%p.%10).%
Cottrell% (2012,% p.% 333)% notes% the% “sexual% suggestiveness% is% enhanced% by% the%
saxophone%being%played%between%the%legs,”%a%practice%later%utilised%in%the%electric%guitar%
playing%of%Jimi%Hendrix%and%Mick%Ronson.%The%physical%actions%of%some%performers,%
thrusting%and%gyrating,%further%emphasise%this%sexualisation%link.%The%theatrical%antics%
of%Big%Jay%McNeely% is%also%attributed%with%creating%a%sexuallyGcharged%environment%
(Segell,%2005,%p.%142).%Chris%Strachwitz,%owner%of%Arhoolie%Records,%once%described%
Big%Jay%as%having%a%“big%phallic%horn%between%his%legs%as%he%walked%the%bar”,%remarking%
that%due%to%his%performance%manner%and%sound,%“kids%would%be%unzipping%their%flies”%
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(Segell,%2005,%p.%142).%In%Jimi%Hendrix:%Electric%Gypsy,%Shapiro%and%Glebbeek%(as%cited%
in% Segell,% 2005,% p.% 142)% write% that% Big% Jay% McNeely’s% wild% onstage% movements,%
including%pelvic%thrusting%while%lying%on%his%back,%are%what%inspired%Hendrix’s%legendary%
live% performance% actions.% The% frontispiece% gracing% Cottrell’s% 2012% book,% The%
Saxophone,%shows%the%image%of%McNeely%playing%on%his%back%with%the%crowd%going%
wild.%%
Laughter% (1992,% p.% 48)% speaks% of% the% movements% saxophonists% are% required% to%
choreograph%in%performance.%These%include%simple%leftGtoGright%movements,%although%
no% mention% is% made% of% McNeely's% bravura.% The% visual% aspect% of% performance% is%
discussed%by%Davis%(1998,%p.%43),%who%describes%the%need%“to%make%everything%bigger”.%
If%you%do%not%feel%the%“buzz”,%he%suggests%throwing%yourself%into%the%solo,%so%every%body%
movement%seems% “ridiculously%overGexaggerated”% (ibid.).%He%notes% large%audiences%
cannot%see%your%facial%expressions%or%gauge%small%nuances%in%body%language,%so%it%
needs%to%be%"vibed%up"%(ibid.).%%
GGGGGGGGGGGGGGGGGGGGGGGGGGGGGG%
The%saxophone% is% commonly%associated%with%male%sexuality.%Growling,% sliding%and%
explosive% dynamic% changes% further% this% association,% suggesting% animalistic% sexual%
activity.%The%masculine%sexual%association% is%supported%by% the%common%use%of% the%
word%‘horn’%to%describe%the%instrument,%horn%being%a%colloquial%expression%for%sexual%
arousal% recorded% in% English% literature% since% the% midGeighteenth% century% (The%
Etymology%of%Sexual%Slang,%n.d.).%Frank%Zappa%stated,%"on%a%saxophone%you%can%play%
sleaze,%on%a%bass%you%can%play%balls,%on%a%guitar%you%can%be%truly%obscene”%(Denyer,%
1992,%p.%28).%
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The%saxophone%also%became%synonymous%with%soundtracks%for%pornographic%films%in%
the% 1980s% (Marke,% 2015).% Hearing% the% sleazy% presence% of% a% saxophone% instantly%
established%an%erotic%mood%or%atmosphere.%Leonard%Cohen%took%things%a%step%further%
with%the%lyrics%from%his%‘Song%of%Destruction’%(2004):%%%%%
O%listen%to%him%and%his%saxophone% % % % % % %%%%%%%%%%%%%%%%%%%%%%%%%%%
Our%musical%genital%unicorn% % % % % % % % %%%%%%%%%%%%%%
He’s%very%well%hung%with%his%golden%horn%%
(
Performer(Identity(
When% an% artist% or% band% releases% a% recording,% a% saxophone% solo% may% be%
performed%by%a%session%musician%or%band%member.%The%session%musician%may%be%a%
renowned%performer%in%their%own%right,%and%band%members%may%freelance%as%session%
musicians%with%other%performers.%Session%musicians%may%specialise%on%one%instrument%
or%play%multiple%instruments.%In%addition%to%being%professional%saxophonists%some%of%
the%performers%interviewed%for%this%study%are%also%virtuoso%flautists%and/or%clarinetists.%
Saxophonists%are%usually%able%to%play%more%than%one%of%the%four%standard%saxophones%
although%some%are%renowned%for%playing%a%specific%type,%usually%soprano,%alto%or%tenor.%%
A% good% session%musician%must% draw% on% a%wide% variety% of% skills% not% least% of%which%
includes% good% sound% quality,% technical% mastery% and% familiarity% with%many% different%
genres%(Davis,%1998,%p.%119).%Session%musicians%are%generally%employed%on%three%hour%
calls%and%they%may%record%music%for%records,%jingles%or%soundtracks%(Peterson%&%White,%
1989,%p.%243).%According%to%Phil%Miller,%session%musicians%can%“read%anything%on%music%
paper”%(1981,%p.%15)%and%must%be%able%to%interpret%nonGmusical%instruction%provided%by%
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producers% (Neuhausen,% 2010).% The%modern% freelance%musician% generally% performs%
session%work% as% part% of% a%much% larger% portfolio% of% roles% (Thomson,% 2012,% p.% 517),%
including%live%performance%work%and%often%teaching.%%%
In% the% texts% mentioned% above% there% is% no% discussion% of% improvisation.% This% is% an%
interesting% omission,% as% improvisation% is% a% vital% skill% for% most% professional%
saxophonists,% and% the% instrument% has% such% strong% jazz% and% improvisational%
associations.% Session% work% varies% between% different% kinds% of% instrumentalists,% and%
although% improvising% may% not% be% a% required% skill% for% all% of% them,% it% is% generally% a%
prerequisite%for%professional%saxophonists.%%
Some% musicians% have% performed% saxophone% solos% on% charting% popular% music%
recordings,%even%though%the%saxophone%was%not%their%principal%instrument.%Often,%they%
are% band% members.% Therefore,% there% is% a% diverse% standard% of% playing% in% charting%
popular%music%solos%between%1972%and%1995.%Notable%examples%include%the%work%of%
Kirk% Pengilly,% on% ‘Never% Tear%Us%Apart’% by% INXS,% and%Steve%Norman% on% ‘True’% by%
Spandau%Ballet.%If%band%members%are%unsuited%to%recording,%then%session%musicians%
are%often%used%to%replace%them%at%short%notice.%%
During%an%interview,%saxophonist%Michael%Brecker%stated%his%dissatisfaction%with%being%
a%studio%musician%(Bloom,%1979).%This%stemmed%from%his%lack%of%identity%on%records%
made% by% other% artists% and% the% lack% of% interaction% with% other% musicians% whilst%
overdubbing.% In% another% interview,% with% Crescendo% magazine% (unknown,% 1980),%
Brecker% mentioned% producer% requests% for% him% to% sound% like% other% musicians,%
“particularly%on%jingles”%(p.%23).%Snake%Davis%(1998,%p.%119),%from%the%UK,%describes%
trips%across%Europe%to%record%solos%of%just%twelve%bars%duration.%For%Davis,%this%implies%
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that%his%personal%identity%or%working%relationships%must%be%held%in%such%high%esteem,%
only% he% could% be% employed% for% such% work,% the% opposite% of% Brecker’s% stance% as% a%
session%musician%where%his%identity%is%accorded%no%value.%%
These%factors%raise%interesting%issues%of%identity%for%session%musicians,%an%issue%largely%
undiscussed%in%the%literature.%Is%the%identity%of%a%soloing%saxophonist%associated%with%
the% instrument%alone,% the%saxophonist%himself,%or% the%genre%of%popular%music%being%
played?%Does%any%identity%belong%to%the%individual%performer,%even%though%there%are%a%
wide%range%of%different%saxophone%sounds%heard?%These%questions%are%addressed%in%
the%conclusions%of%this%thesis.%
%
Performance(Processes((Playing)%
Solo%Requirements%
Saxophone%solos%in%popular%music%are%generally%very%short%in%duration%and%can%
be%as%small%as%a%few%bars.%They%should%be%short%and%“to%the%point”%(Owsinski,%2010,%p.%
60).%In%the%world%of%jazz%soloing%is%an%altogether%different%proposition,%and%performers%
are% frequently% allotted% an% open% period% of% time% to% improvise.% When% performing% on%
popular%music%recordings%concision%is%paramountd%Sting%describes%Branford%Marsalis’%
performances:%%
in%jazz,%he%is%allowed%three%of%four%verses%to%warm%up%his%solo,%so%he%makes%this%
organic% curve,% and% he's% allowed% to% wander% around,% and% find% this% avenue% and%
jettison%that,%and%go%somewhere%else.%In%a%good%rock%solo,%you%have%to%burn%from%
the%first%bar%(Ingham%and%Helliwell,%1998,%p.%160).%
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In%the%following%section%of%the%literature%review%the%requirements%for%creating%effective%
saxophone% solos% for% popular% music% are% surveyed% through% pedagogical% texts% for%
performers,%recording%studio%engineers%and%producers.%%
Saxophone%performance%techniques%for%pop%and%rock%are%largely%the%same%as%those%
required% for% jazz:% ghosting,% subtone,% glissandi,% pitch% bending,% growling% and% false%
fingering% (Roach,%1998%pp.%88G93d%Price,%1995,%pp.%24G33d%Yellin,%1978,%pp.%23G44).%
Some%of%the%less%common%techniques,%such%as%pops%or%slap%tonguing,%described%by%
Roach%(1998,%p.%90)%and%Randolph%&%Shannon%(1998,%pp.%30G32),%are%evident%in%1950s%
rock% ‘n’% roll% rather% than% the%genres% found% in% the%Top%40% from%1972%onwards.%These%
sounds%are%incongruous%to%the%world%of%popular%music%performance.%They%are%quite%
percussive%and%fall%within%the%bounds%of%extended%techniques.%%
In%his%book,% Improvising%Rock%Sax,%Yellin%advises%that%when%playing%“fills%and%short%
solos”,% saxophonists%need% to%be% “clear%and%concise”,%not%hesitate%and%not%play% too%
much%(1978,%p.%62).%He%qualifies%these%assertions,%stating%that%saxophonists%are%not%
hired%to%“overshadow%the%singer%with%too%many%notes%or%too%much%exuberance”%(1978,%
p.%62).%He%provides%examples%of%who%to%listen%to,%but%advice%on%how%to%play%a%rock%solo%
is%not%addressed%outside%of%the%chapter%discussing%fills%and%short%solos.%This%is%most%
likely% due% to% the% prevailing% attitude% that% solos% in% popular% music% tend% to% be% short.%
Perhaps%learning%the%skills%to%fill%behind%a%vocal%line,%or%between%vocal%phrases%is%the%
complete%skill%set%required%for%rock%soloing,%although%this%is%not%made%explicit%by%Yellin.%
In%the%chapter%of%Improvising%Rock%Sax%entitled%‘Putting%It%All%Together’,%Yellin%suggests%
trying%to%play%“into%and%off%of%the%feeling%generated%by%the%piece%depending%on%whether%
it’s%hard%driving,%lyrical,%happy,%spacey,%etc.”%(1978,%p.%67).%He%also%advocates%“using%
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the%rhythms%and%melodies%of%either%the%piece%or%accompanying%instruments”%(ibid.)%and%
building%a%vocabulary%of%phrases%from%“favorite”%players%and%learning%them%in%different%
keys.%Notated%examples%are%provided%throughout%Yellin’s%text.%
One%drawback%of%Yellin’s%and%Price’s%books%is%that%they%focus%on%rock%music,%without%
mention%of%popular%music%or%genres%within%it%such%as%pop.%As%stated%in%Chapter%One%of%
this%thesis,%there%is%much%debate%regarding%the%definitions%and%relationships%between%
these%terms:%rock%and%pop%are%genres%of%popular%music%and%sometimes%the%boundaries%
between%them%are%blurred.%These%books%do%not%establish%whether%their%content%applies%
to%rock%music%alone,%rock%‘n’%roll%or%popular%music%in%general.%Also,%it%should%be%noted%
that%a%drawback%of%Yellin’s%text%is%that%it%dates%from%almost%forty%years%ago,%before%many%
of%the%recordings%analysed%in%this%thesis%were%produced.%However,%it%is%still%one%of%few%
literary%sources%to%focus%on%the%music%studied%in%this%thesis,%even%if%it%is%centred%on%a%
subGgenre%of%popular%music%overall.%
%
Vocabulary%%
Defining%an%idiomatic%melodic%vocabulary%for%saxophone%solos%in%popular%music%
is%a%primary%aim%of%this%thesis.%Melodic%vocabulary%as%it%relates%to%harmony%is%analysed%
and% stereotypical% beginnings,% endings%and%other% phrases% that% reoccur% in% solos% are%
identified.%Walter%Beasley,%renowned%saxophonist%and%pedagogue%(he%is%a%saxophone%
teacher%at%Berklee%College%of%Music,%Boston)%has%released%several%apps%designed%to%
teach%improvisation%–%there%is%even%one%devoted%to%hipGhop%(Beasley,%2012).%Beasley%
provides%helpful%insights%into%the%language%used%in%constructing%suitable%solos.%In%the%
hipGhop%app%he%suggests%soloing%using%the%hexatonic%version%of%the%blues%scale,%and%
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also%working%with%the%minor%pentatonic%commencing%a%minor%third%below%(ibid.).%This%
creates%a%hybrid%scale%(Figure%2.1).%%
%
Figure(2.1:%Blues%Hybrid%Scale%%
The%blues%scale% is%shown%with%stems%up,%stems%down% indicate% the%minor%pentatonic%
commencing%a%minor%third%below.%%
Saxophonist% and% pedagogue,% Steve% Neff,% suggests% the% same% hybrid% scale% to% be%
effective%in%‘pop’%and%calls%it%the%‘Double%Dominant%Blues%scale’%(2010).%Neff%describes%
it%as%a%hybrid%between%the%blues%scale%and%another%blues%scale%(as%opposed%to%minor%
pentatonic)% commencing% a% minor% third% below.% Neff% (ibid.)% and% Beasley% (2012)%
recommend%weaving%between%the%two%scales%that%make%up%this%amalgamation%rather%
than%integrating%them%as%a%true%hybrid.%In%their%instructional%videos%both%Beasley%and%
Neff%demonstrate%this%hybrid%scale%over%static%harmony,%but% its%flexibility%when%used%
over% a% chord% sequence% is% not% shown.% Although% Beasley's% app% is% designed% for%
improvising%hipGhop%solos,%and%Neff’s%video%is%geared%toward%the%blues,%the%content%
provides%a% true%overview%of% techniques% relevant% to% this% research.%Neff%presents% the%
Blues%Hybrid%scale%over%a%dominant%vamp%whilst%Beasley%demonstrates%over%a%minor%
seventh%vamp%but%neither%demonstrate%whether% the%hybrid%scale% is% transferrable% to%
other%tonalities.%  Indeed,%a%limitation%of%hipGhop%music%is%the%stasis%of%the%underlying%
harmony.%
The%term%blues%scale%(Figure%2.2)%is%generally%understood%to%be%the%common%hexatonic%
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version%(Harrison,%2003,%p.%8).%Other%forms%of%the%blues%scale%are%published%and%these%
variant%forms%take%on%different%names%(Figures%2.3%and%2.4).%
%
Figure(2.2:%Blues%Scale%G%Hexatonic%%
%
Figure(2.3:%Blues%Scale%G%Nonatonic%(Benward%&%Saker,%2003,%p,%39)%
%
Figure(2.4:%Mixolydian%Blues%Scale%(GP%Editors,%2017)%
In%the%nonatonic%form%of%the%blues%scale%Benward%and%Saker%(2003)%use%both%thirds%
and%sevenths%but%omit% the%#4/b5,%whereas% the%Mixolydian%blues%scale%adds%only% the%
minor%third%and%tritone%to%the%Mixolydian%mode%and%does%not%include%the%major%seventh.%%
It%is%established%that%minor%pentatonic%and%blues%scale%melodies%are%effective%in%popular%
music%vocabularies,%however,%expanding%the%basic%blues%scale%by%including%the%same%
scale%built%a%minor%third%below%provides%greater%melodic%options%when%soloing%in%both%
hipGhop%and%bluesy%popular%music%recordings.%
%
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Crossing%Musical%Genres%
Most% professional% saxophonists% are% expected% to% be% comfortable% crossing%
stylistic%boundaries:%many%renowned%jazz%saxophonists%have%performed%with%popular%
music%ensembles,%and%session%musicians%are%expected% to%be%competent% in%a%wide%
variety%of%genres.%Some%musicians%are%aware%of%the%mental%adjustments%they%make%
when%moving%between%genres,%whereas% for%others% the%approach% is%wholly% intuitive.%
Others%believe%they%play%in%the%same%way%whatever%they%are%playing.%
The% great% tenor% saxophonist,% Sonny%Rollins,% primarily% known% as% a% jazz% performer,%
admitted% to%consciously%changing%aspects%of%his%playing%when%moving% from% jazz% to%
rock.%He%said,%“I%know%I%can%play%me,%but%I%want%to%play%something%that%fits%into%what%
this%is%about”%(Morones,%2008%p.%58).%Rollins’%approach%to%jazz%is%very%different%to%the%
riffGbased%blues%he%encountered%when%he%recorded%with% the%Rolling%Stones.%One%of%
Rollins’%bestGknown%jazz%solos,%from%‘St%Thomas’%on%the%Saxophone%Colossus%album%
begins%with%riffing%patterns.%The%influence%of%the%Caribbean%is%also%clearly%evident%in%
much%of%Rollins’%music.%RiffGbased%music%should%not%necessarily%be%too%alien%a%concept%
to%Rollins%even%if%in%a%rock%setting%as%it%is%here.%
%Similarly,%Michael%Brecker%commented%that%when%playing%on%somebody%else’s%record%
“he%always%play[s]%it%[his]%own%way,%but%[he%fits]%in%with%what%is%required”%(Bloom,%1979,%
as%cited%in%Poutiainen,%1999,%p.%7).%Brecker’s%fusion%output%differs%greatly%to%his%work%
with%Joni%Mitchell%or%Paul%Simon,%particularly%considering%the%latter’s%embrace%of%world%
music.%
Another% prolific% recording% artist,% Grover%Washington% Jr,% adopted% a% wholly% different%
approach:%“I%don’t%think%in%categories.%My%job%is%to%explore%and%express%music%of%the%
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heart”%(Morones,%2008,%p.%51).%Washington%Jr%was%a%master%of%the%smooth%jazz%genre,%
the%harmonic%and%rhythmic%simplicity%of%which%is%far%closer%to%much%popular%music%than%
jazz.% But% as% he% never% ventured% far% from% his% specialty% he% did% not% need% to% consider%
altering%his%playing.%Michael%Brecker%and%Sonny%Rollins%readily%alter%their%performance%
practice%when%needed,%whereas%Grover%Washington%Jr%does%not.%
%
Instrumental%Setup%and%Equipment%
The%sound%quality%of%a%saxophone%can%be%dramatically%altered%to%suit%different%
musical%genres,%either%by%changing%the%way%the%instrument%is%played,%or%modifying%the%
instrument’s% setup,% particularly% the% choice% of% reed% and% mouthpiece.% A% physical%
alteration%to%embouchure%G%such%as%turning%the%lower%lip%outwards%G%and%a%steeper%angle%
of% mouthpiece% entry% is% suggested% when% moving% from% classical% to% jazz% saxophone%
(Buckland,%2012,%pp.%13G15d%Cottrell,%2012,%p.%6d%Shepherd,%Wick%and%Oliver,%2003,%p.%
495).%If%jazz%is%deemed%a%sonic%yardstick,%with%a%bigger,%brighter%sound%than%classical%
but% a% less% bright% sound% than%popular%music,% it%would% imply% popular%music% requires%
further%exaggeration%of%the%principles%described%for%playing%jazz.%However,%this%is%not%
specified% in% the% texts% cited.% Using% a% looser% embouchure% also% provides% freer% reed%
vibration%and%a%bigger%and%brighter%sound%with%a%greater%number%of%partials%(Beasley,%
2007d%Roach,%1998,%p.%89).%Cottrell%expands,%offering%musical%reasons%for%embouchure%
selection:%
The%lip%out%embouchure%allows%more%malleability%of%the%sound,%and%increases%the%
importance%of%lower%jaw%movements%in%shaping%musical%phrasesd%this%would%have%
aided%the%pitch%bending%…%It%is%certainly%an%important%component%of%much%needed%
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contemporary%practice%in%jazz,%rock%and%pop%today,%where%flexibility%of%the%neck%and%
lower%jaw%to%induce%pitch%bending%and%other%phrasing%effects%have%become%central%
to%individual%and%generic%styles%of%performance.%Among%classical%players%the%lower%
jaw%stays%rather%more%fixed%(2012,%p.%6).%
When%moving%between%genres%saxophonists%tend%not%to%switch%between%brands%of%the%
same%type%of%saxophone%(eg.%Selmer,%Yamaha),%but%many%own%multiple%mouthpieces%
and%utilise%specific%ones%for%playing%music%of%different%genres.%There%are%some%sonic%
differences%between%brands%of%saxophones,%but%these%are%negligible%when%compared%
to% the% impact% of% changing%mouthpiece.% This% can% create% a% huge% difference% in% tone%
(Roach,% 1998,% p.% 89d%Cottrell,% 2012,% pp.% 3G4)% and%many%different%mouthpieces%with%
diverse%qualities%are%available%(Laughter,%1992,%p.%38).%%
The%material% and%dimensions% chosen%alter% the% characteristics% of% each%mouthpiece.%
Baffles%(steep%upper%inside%walls%of%the%mouthpiece)%are%almost%entirely%responsible%
for%the%upper%partials%present%in%the%timbre%of%a%bright%saxophone%sound%(Roach,%1999,%
p.%90).%‘Wedge%inserts’%are%also%sometimes%inserted%into%mouthpieces%to%change%the%
quality%of%the%sound%(Laughter,%1992,%p.%38).%“Longer%and%narrower%chambers%produce%
harder,% edgier% sounds”% (Cottrell,% 2012,% p.% 4).% There% are% wellGknown% links% between%
mouthpiece% selection% and% genre,% with% a% general% preference% of% brighterGsounding%
metallic%mouthpieces%utilised%in%music%involving%amplified%instruments%(Cottrell,%2012,%
p.% 4d% Laughter,% 1992,% p.% 38).% % Dukoff,% a% specialist% brand% of% metal% mouthpiece,% is%
synonymous%with%David%Sanborn%and%his%playing.%Classical% players% typically% utilise%
ebonite%(hard%rubber)%mouthpieces%whereas%jazz%performers%vary%in%their%preference%
of%mouthpiece%material.%Choice%of%reed%and%ligature%can%also%make%an%impact%on%sound%
(Cottrell,%2012,%p.%4).%
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Laughter% (1992,% pp.% 44G45)% provides% an% inventory% of% setups% (saxophone% make,%
mouthpiece,% reed)% used%by%wellGknown%professional% players.%For% example,%Michael%
Brecker% played% a%Selmer% tenor% saxophone%with% a%Dave%Guardala%mouthpiece% and%
ligature,% whereas% David% Sanborn% played% a% Selmer% alto% with% a% Bobby% Dukoff% #8%
mouthpiece.%Both%used%La%Voz%reeds%(Ibid.).%Morones%(2008)%also%details%the%setups%
used%by%saxophonists%for%most%of%the%twenty%five%solos%examined%in%his%publication%of%
transcribed%solos.%He%specifies%Sanborn%as%playing%a%different%metal%mouthpiece,%a%
Dukoff%Super%Power%Chamber,%but%the%recording%Morones%examines,%‘How%Sweet%It%
Is’,%comes%from%1975%significantly%before%Laughter%compiled%his%information.%
(
Studio(Processes(and(Production(
A% variety% of% methods% can% be% used% for% constructing% solos% to% make% sure%
producers,%artists%and%soloists%are%all%happy%with%the%results.%Phil%Miller,%a%producer,%
says% that% in%a% recording%project% the%satisfaction%of% the%producer%outranks%all%others%
(1981,%p.%59).%%Instrumental%solos%for%popular%music%recordings%are%normally%performed%
as% overdubs% (Miller,% 1981,% p.% 58d% Owsinski,% 2010,% p.% 31),% whereas% jazz% solos% are%
typically%recorded%in%the%context%of%a%live%performance%with%the%whole%ensemble%present%
(Barrett,%2010,%p.%96).%%
As%one%of%the%last%musical%layers%added%to%a%recording%(Miller,%1981,%p.%61),%the%decision%
to%make%the% instrumental%solo%a%saxophone% is%often%a% late%one.%Generally,%all%other%
instruments% will% have% recorded% their% part% when% the% recording% gig% is% offered% to% the%
saxophone%soloist%(Davis,%1998,%p.%118).%(It%should%be%noted%that%no%definition%of%a%solo%
is%provided%by%either%Miller%or%Owsinski.%In%their%publications%it%is%likely%any%line%played%
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by%a%solo%instrument%is%referred%to%as%a%solo,%particularly%if%it%is%not%one%of%the%pop/rock%
staple%instruments%such%as%guitar,%bass%or%keyboard).%When%overdubbing%there%is%a%
lack%of%interaction%between%musicians,%as%all%are%not%present%in%the%studio%at%the%same%
time%(Burgess,%2013,%p.%99).%From%a%production%perspective,%it%is%a%simple%recording%
process%with%“one%mike,%one%headset”%but%“it%may%take%hours%to%get%the%sound%the%way%
you%want%it”%(Miller,%1981,%p.%58).%According%to%Owsinski,%recording%a%guitar%solo%may%
make%take%a%day%(2010,%p.%29)%but%no%timescale%is%given%for%recording%a%saxophone%
solo.%%
Solos%can%be%created%through%a%producer%providing%the%player%with%written%music%or%
allowing% the%player% to% improvise.%At% times%a% combination%of% these%methods%can%be%
used,%as%players%with%‘proven%ability’%may%improvise%better%material%than%the%charts%preG
prepared%by%producers%(Miller,%1981,%p.%59).%%Solos%can%also%be%created%artificially%by%
selecting% passages% from% several% different% improvisations.% Although% there% may% be%
musical%disadvantages,%as%juxtaposed%material%may%sound%like%something%no%musician%
could%ever%attempt%(ibid.).%The%‘punchGin’%technique%of%recording%sections%of%a%solo%part%
way%through%a%playback%has%benefits%as%small%errors%may%be%fixed%without%needing%to%
redo%entire%solos%which%may%have%been%improvised%(ibid.).%
Miller%believes%“trying%to%“discuss”%the%improvisation%with%the%musician%in%order%to%tailor%
it%to%your%concept%is%usually%a%poor%approach”%(1981,%p.%59).%However,%this%desire%to%
limit% communication% may% be% due% to% an% inability% to% communicate% precisely% and%
succinctly% between% professionals% operating% in% different% worlds:% if% different%
terminologies% are% used% in% the% studio% friction% can% occur.% A% serious% flaw% in% Miller’s%
argument%against%communication%between%producer%and%performer%is%that%it%can%inhibit%
the%development%of%a%productive%working%partnership.%As%session%musicians%earn%oneG
 
 
35 
off%fees,%creating%successful%ongoing%working%relationships%and%being%rehired%is%key%to%
professional%survival.%%
If%a%producer%deems%a%saxophonist’s%many%takes%to%be%unsatisfactory,%a%solo%can%be%
artificially%constructed%using%snippets%from%the%different%takes%(Davis,%1998,%p.%121).%If%
the% saxophone% is% intended% to%provide%a% voice%of% authenticity% against% the%electronic%
instruments%used%in%most%popular%music%the%construction%of%solos%using%cutGandGpaste%
techniques%is%indeed%ironic.%Morones%(2008)%writes%of%an%interview%with%Jeffrey%Smith,%
who%played%the%solo%on%Billy%Ocean’s%‘Caribbean%Queen’.%Smith%spoke%of%“finding%the%
key%and%[familiarising%himself]%with%the%format%of%the%song”%by%warming%up%playing%over%
the%whole% track% (Morones,% 2008,% p.% 70).% Immediately% afterwards% the% producer% told%
Smith,%“we%got%what%we%need”,%and%constructed%a%solo%from%the%recording%of%Smith’s%
improvised%warmGup.% Smith%wryly% added% to% “always% keep% the% tape% rolling% because%
magic%can%happen%on%a%first%take”%(Morones,%2008,%p.%70).%
When%releasing%his%first%solo%album%Michael%Brecker%expressed%a%desire%to%escape%the%
order%of%studio%work%without%“repairing%things”%(Moon,%1987).%During%an%interview%rant%
he%stated%that%%
there’s%just%so%much%you%can%do%with%a%solo%because%ninety%eight%percent%of%the%
time%you’re%overdubbing%it.%For%four%or%eight%bars%you%have%to%play%simple%and%fit%in%
with%what’s%already%there.%Since% it’s%prerecorded,% the%rhythm%section%can’t%bend%
with%you%so%you%can’t%all%of%a%sudden%get%creative%(Bloom,%1979),%%%
With%regard%to%solos,%Brian%May,%the%guitarist%of%Queen,%said%that%“mostly%the%guideline%
that%[he'd]%worked%under%is%that%the%best%solos%are%something%which%you%can%sing%as%
well%as%the%melody”%(Obrecht,%1983).%He%recalls%that%he%would%do%“two%or%three%takes%
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straight%off,%fixing%notes%they%did%not%like%later”%(Ibid.).%He%also%suggested%that%frequently%
the% first% take%makes% the%album.%George%Harrison% is%documented%as%struggling%with%
guitar%solos%(Emerick%&%Massey,%2006,%p.%83,%p.%93),%hence%the%reduction%in%the%number%
of%solos%he%took%on%later%Beatles%albums.%There%appears%little%documented%evidence%
from%saxophone%players%about%setting%out%to%create%their%solos.%
Davis% (2008,%p.% 120)%believes% flexibility% in% recording% is%good%because% the%needs%of%
every%musical%track%differs.%He%is%open%to%using%different%microphones%and%effects%on%
his% saxophone% in% order% to% get% the% sound% that% best% suits% the% recording.% Although%
Laughter% (1992,% p.% 50)% states% that% when% using% a% microphone% in% a% live% setting% the%
saxophonist’s%goal%should%be%to%recreate%“your%individual%natural%tone%quality%–%not%an%
electronic%alteration”%as%“your%tone%is%your%identity”.%He%does%not%describe%the%recording%
process.%The%saxophonist’s%natural%sound%quality%may%not%best%suit%the%job%on%which%a%
performer%is%working,%and%effects%may%be%required%to%fit%the%music%of%some%genres.%A%
flat% recording% (no% EQ)% allows% the% saxophonist’s% sound% to% remain% intactd% most%
professional% musicians% will% have% spent% considerable% time% working% on% their% sound%
quality,%and%the%majority%will%not%want% it%altered%beyond%recognition%(Davis,%1998,%p.%
120).%Reverb%and%delay%are%production%effects%commonly%applied%to%the%saxophone%
sound%(Davis,%1998,%p.%120d%Laughter,%1992,%p.%52).%%
%
Analyses(of(Solos!
Scholarly%analysis%related%to%saxophone%solos%is%lacking%in%all%genres,%including%
jazz.%Heen%(cited%in%Poutiainen,%1999,%p.%8)%notes%that%literature%on%jazz%suffers%“from%
romanticism,% popularised% tone% and% content,% subjectivism,% idealism% and%
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expressionism.”%Poutiainen% (1999,%p.% 8)%explains% this% is%because%many%articles%are%
authored%by%music% critics%and%enthusiasts%whose% knowledge% is% limited.% Jazz,% often%
considered%a% far%more% intellectually%challenging%genre%of%music% than%popular%music%
(Kerrigan,%Fraser,%&%Ozbilgin,%2007,%p.%99),%is%largely%soloGbased%whereas%solos%are%
optional%in%popular%music.%
Qualitative%analyses%can%be%used% to%describe%sounds%and%effects%difficult% to%notate%
using%quantitative%means.%%In%an%analysis%of%James%Brown’s%Superbad,%David%Brackett%
discusses% cultural% differences,% lyrics,% harmonic% form% and% the% saxophone% solo% as%
contributing%factors%towards%the%track’s%overall%meaning:%%
the%manner%of%saxophone%playing%in%the%solo%sections%evokes%styles%of%jazz%players%
such%as%John%Coltrane,%Pharoah%Sanders%and%Albert%Ayler,%all%players%identified%to%
some%extent%with%the%Black%Nationalism%movement%(1992,%p.%313)%%
Brackett%(2000,%p.%136)%also%discusses%the%link%between%the%sound%of%the%high%end%of%
the% tenor% saxophone%and% the% timbre%of%Brown’s% voice.%The% idea%of% the% saxophone%
acting%as%vocal%replacement%is%not%discussed,%however%comparison%is%made%between%
the%two%timbres.%%
The%saxophone%solo%is%just%one%element%of%the%recording%and%not%the%principal%focus%of%
the%paper,%which%contains%transcription%of%vocal%material%but%not%the%saxophone%solo.%
He%discusses% the% flurries%of%notes% in% the%saxophone%solo,% the%modes%used%and% the%
emphasis%of%what%he%describes%as%the%‘marginal’%pitches%(nonGchord%tones)%played%by%
saxophonist%Robert%McCollough.%These%pitches%are%often%described%by%jazz%educators%
as%the%notes%of%colour%(Blakelock,%2017).%Blending%quantitative%data%G%the%discussion%of%
discrete% pitches% and% scales% used% G% with% qualitative% data% to% describe% the% emotional%
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context%will%create%an%effective%model%for%analysis%of%saxophone%solos%in%popular%music.%
But% this% analysis% of% ‘Superbad’,% primarily% written% from% a% cultural% and% sociological%
perspective,%is%less%significant%harmonically%and%melodically%than%it%is%musicologically.%%
Gridley’s%(2009)%analyses%of%jazz%saxophone%solos%provides%descriptions%of%individual%
sections% of% music% along% a% timeline.% When% it% comes% to% the% description% of% short%
saxophone% solos% in% popular% music% this% method% is% imprecise% and% lacks% detail.% For%
example:%%
2’54”%Solo%begins%with%no%drums,%just%bass.%Coleman%jumps%into%his%solo%full%force%
and% pursues% it% with% enormous% intensity.% The% improvisation% is% jammed% with%
hundreds%of%ideas.%Some%are%little%melodies.%Some%are%squeals,%wails%and%bleats.%
All%come%gushing%out%of%his%horn%at%very%rapid%pace%(Gridley,%2009,%p.%312).%
Gridley%divides%solos%into%different%sections%for%his%qualitative%analysis%but%many%of%the%
sections%of%his%analyses%are%longer%than%most%saxophone%solos%in%popular%music%are%
in%their%entirety.%Although%his%technique%could%be%adjusted%so%that%shorter%periods%of%
time% are% analysed% one% by% one,% phrase% by% phrase,% the% analysis% of% short% solos%with%
recurring%language%patterns%needs%to%be%highly%focused.%Gridley’s%method%of%allocating%
adjectives% to%whole% sections% is% too% imprecise% to% satisfy% the% level%of% analysis% in% this%
thesis.% It%can%be%useful% for%discussing%what% is%evoked%by%the%sound%and%techniques%
used%by%the%performer,%but%not%to%discuss%relationships%between%melody%and%harmony.%%
The% transcription% of% musical% activity% using% traditional% music% notation% assists% with%
quantitative%analyses.%The% level%of% information%provided%beyond%written%pitches%and%
rhythms%differs%between%authors’%transcriptions%of%solos.%Some%transcriptions%of%multiG
chorus%jazz%solos%are%highly%detailed,%including%phrasing%and%underlying%harmony%(D.%
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Baker,%1980d%1983d%1991d%Poutiainen,%1999).%Others%provide%only%the%notes%without%the%
underlying%harmony%(Carr,%2006)%although%when%solos%over%the%blues%form%that%can%be%
to% some% level% assumed.% Others% still% offer% accompanying% harmony% for% analyses% of%
improvisations%on%blues%solos%(Goddard,%1993d%Freedy%2003).%%
Carr%(2006)%does%not%examine%harmonic%and%melodic%interaction,%his%focus%is%on%phrase%
length%so%omitting%chord%symbols%from%his%transcriptions%ensures%no%distraction%from%
his%chosen%arguments.%Although%the%chords%are%easy%to%assume%as%standard%blues%
changes,% their% absence% holds% the% reader% back% from% making% some% of% their% own%
connections.%None%of%these%soloGoriented%analyses%focus%on%popular%music,% instead%
concentrating% on%much% longer,%multiGchorus% jazz% solos% by% renowned% horn% players.%
Some%of%these%texts%focus%on%key%contributors%of%saxophone%solos%in%popular%music%
between% 1972% and% 1995% David% Sanborn% (Goddard,% 1993)% and% Michael% Brecker%
(Poutianinen,%1999d%Freedy,%2003),%but%not%their%output%of%short% form%solos%found%in%
popular%music.%
Jeff%Harrington%(2010),%a%saxophone%professor%at%Berklee%College%of%Music,%provides%
no% analysis% with% his% transcriptions% of% solos% (with% underlying% harmony)% in% his% book%
Famous%Saxophone%Solos%U%From%R&B,%Pop%And%Smooth%Jazz.%Eric%Morones%(2008)%
offers% a% ‘how% to% play% it’% text% with% his% transcriptions% where% each% solo% is% described%
chronologically,% phrase% by% phrase.% Morones% identifies% the% notes% beginning% and%
concluding% each% phrase% using% traditional% note% names% (A,% G,% etc.)% rather% than%
expressing%them%in%relation%to%the%harmony%(e.g.%3rd,%9th)%and%so%does%not%link%melody%
and%harmony.%There%is%discussion%of%the%rhythmic%choices%employed%by%saxophonists%
and%qualitative%descriptions%of%vibrato,%growling%and%tonguing%approaches.%
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As% transcriptions% provide% quantitative% data% they%miss% the% element% of% emotion,% only%
describable% with% expressive% text.% Growling% on% a% wind/brass% instrument% could% be%
indicated%with%a%bracket%on%the%relevant%area%of%the%score,%but%only%a%qualitative%term%
could%describe%the%quality%of%growling%used,%which%could%range%from%a%soft%purr%to%a%
raucous%scream.%Analysis%upon%completed%transcriptions%occurs%in%several%forms%using%
different%methods.% In%his%masters% thesis% focused%on%David%Sanborn,%Keith%Goddard%
(1993)% investigated% ‘formula% usage’% between% solos% in% different% genres% establishes%
different% levels% employment% between% Sanborn’s% blues% and% nonGblues% playing.%
Legendary% jazz%educator%David%Baker%(1980d%1983d%1991)%refers% to% these%signature%
reusable% pieces% of% language,% clichés% or% licks% utilised% by% performers% as% ‘stylistic%
devices’.%%
Jazz%musicians%are%known% to%employ%patterns%such%as% iiGVGI%patterns%so% identifying%
how%other%scholars%have%identified%and%classified%these%devices%aids%the%design%of%this%
thesis.%Keith%Goddard’s%examination%of%Sanborn’s%playing%formulas%on%the%blues%and%
nonGblues%music%is%relevant%as%the%blues%and%popular%music%share%elements%such%as%
form% and% basic% harmonic% changes.% However,% separating% all% nonGblues%music% from%
blues%music%as%categories%for%analysis%is%a%weakness%of%Goddard’s%study%when%David%
Sanborn% is% known% for% his% playing%across%a%wide% range%of% genres,% including% fusion,%
popular%music% and% jazz.% Of% the% nonGblues%music%Goddard% examines,% some% songs%
contain%changes%expected%in%a%bebop%tune%(Dizzy%Gillespie’s%‘Tin%Tin%Deo’)%and%others%
have%static%or%little%harmonic%movement%(JeanGLuc%Ponty’s%‘Selection’)%similar%to%some%
popular% music% genres.% The% bracket% of% nonGblues% music% is% too% wide% especially%
considering%the%small%number%of%solos%Goddard%examines.%The%feel%or%groove%of%the%
music%influences%soloing%language%and%this%is%not%considered.%But%this%study%remains%
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useful%in%that%the%blues%solos%analysed%are%limited%to%either%twelve%or%twenty%four%bars,%
and% their%brevity%makes% them%easily%comparable%with%short%solos%on%popular%music%
recordings.% Goddard% also% identifies% phrases,% often% constructed% from% pentatonic% or%
blues%scales,%and%the%repeated%use%of%this%vocabulary%in%several%solos%similar%to%this%
thesis.% He% presents% a% powerful% thought% from% Sanborn% discussing% another% iconic%
saxophonist:%
His% [Cannonball%Adderley’s]%melodic%sense% is%so%strong%and% if%you%know%where%
you’re% going,% then% chords% are% only% suggestions.% They’re% only% like% directions.%
They’re%just%landmarks.%They’re%not%toll%booths%that%you’ve%got%to%check%in%and%pay,%
you%know%(Balfany,%cited%in%Goddard,%1993,%p.%74).%
This%extemporaneous%approach% to%harmony% is% instructive%and% implies% that%Sanborn%
predominantly%thinks%melodically%rather%than%harmonically,%utilising%blues%scales%and%
other% language% based% around% modes% and% tonal% centres% rather% than% chords.% This%
combination% of% understanding% the% quantitative,% supported% by% an% insight% into% the%
performer’s%thinking%is%a%model%for%my%analyses.%
Goddard%(1993)% identifies%trends% in%Sanborn’s%playing%by%mapping%the%peaks%of% the%
solos,%the%duration%of%the%high%points%and%the%placement%of%these%crests%within%the%solos%
themselves.%The%density%of%attack%(the%number%of%notes%across%four%bar%sections)%is%
measured,% as% musical% peaks% may% occur% both% in% pitch% and% activity.% Unfortunately,%
rhythms% or% syncopation% cannot% be% studied% using% this% method% and% these% require%
compensating% for% in%my%analyses.%Goddard’s% study%shows%his%nonGblues%examples%
adopt%some%repeated%formulas,%but%significantly%less%than%in%the%bluesGbased%examples%
he%examines,%those%with%more%in%common%with%popular%music.%Goddard%presents%little%
in%the%way%of%discussing%timbral%colours%used%by%Sanborn%in%the%solos%or%any%historic%
 
 
42 
background% to% the% improvisations.% He% also% eschews% discussion% of% key% facets% of%
Sanborn’s%sound%such%as%growling%and%splitting.%%
David%Baker%analyses%solos%by%jazz%musicians%in%his%Giants%of%Jazz%series%of%books%
(1980d%1983d%1991).%Each%volume%pertains%to%the%work%of%an%individual%player%such%as%
Miles%Davis,%Sonny%Rollins%or%John%Coltrane.%Harmonic%and%melodic%devices%are%the%
focus%of%the%analyses,%although%technical%aspects%of%performance%and%other%‘dramatic%
devices’%are%used%to%define%the%distinctions%between%the%different%improvisers.%At%the%
beginning%of%each%book%there%is%a%biography%and%at%the%end%of%the%volume%there%is%a%
collection%of%melodic%devices% from% the%solos%studied.%Discussion%of% the%performers’%
penchants% for% particular% keys,% recording% types,% and% improvisatory% performance%
practice%is%also%offered%for%the%readers’%consumption.%The%extra%information%beside%the%
transcriptions%provides%deeper%insight%into%the%music,%like%the%qualitative%data%brought%
by% Brackett% and%Gridley.% However,% both% Goddard’s% and% Baker’s% analysis%methods%
would%fail%to%provide%a%pertinent%analysis%if%applied%to%a%sax%solo%from%a%popular%music%
recording.%%The%level%of%the%emotional%value%in%the%music%that%is%soulful%in%its%most%basic%
nature%would%not%be%evident.%The%tools%presented%by%Baker%and%Goddard%are%useful%to%
assist% in%some%aims%of% this% research,%but%a%multiGdimensional% research%approach% is%
required%to%account%for%that%which%cannot%be%captured%by%quantitative%analysis%alone.%
Poutiainen% (1999,% p.% 2)% draws% on% Baker’s%methodology% to% perform% his% analysis% of%
Michael%Brecker.%Due%to%Michael%Brecker’s%iconic%status%as%a%virtuoso%saxophonist%and%
improviser%it%is%unsurprising%that%his%soloing%is%analysed%in%multiple%academic%theses.%
Poutiainen’s%analyses%constitute%an%effort%at%defining%Brecker’s%signature%approachd%
however,%they%are%purely%scalic%evaluations%of%Brecker’s%improvisatory%nature%including%
multiphonics%and%superimposing%complex%harmony%used%by%John%Coltrane.%They%do%
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not%provide%any%relevance%to%the%soloing%techniques%he%employs%in%a%popular%music%
setting% where% the% majority% of% Brecker’s% signature% jazz% vocabulary% would% be% too%
dissonant.%Rhythmic%analysis,%and%the%innate%sense%of%musicality%Brecker%brings%to%his%
legendary% virtuosity% are% also% excluded% from% this% overview%of% his% solo%work.% This% is%
unsatisfactory,%as%one%of%Brecker’s%bestGknown%solo%albums,%The%Nearness%of%You:%
The%Ballad%Book,%showcases%Brecker’s%great%musicianship.%Here%his%aesthetic%taste%is%
very%much%on%display%in%a%series%of%wellGcrafted%tracks.%Virtuosity%for%its%own%sake%is%
avoided.%A%musician%only%concerned%with%virtuosity%would%not%release%an%album%of%this%
nature.%Freedy%(2003)%examines%Brecker’s%language%through%a%thesis%which%is%bluesG
focused.%He% posits% that% solos% performed% over% familiar% (easy)% chord% sequences%will%
result% in% a% purer% form% of% soloing% containing% “unbridled% instrumental% virtuosity% and%
theoretical%complexity”%(Freedy,%2003,%p.%11).%%%
Although%Poutiainen%(1999)%and%Freedy%(2003)%provide%inGdepth%harmonic%and%melodic%
analysis%of%Brecker’s%solos%they%lack%the%innate%insight%of%the%professional%saxophonist%
G%Freedy%is%a%tuba%player,%Poutiainen%a%violist.%Analysis%of%language%does%not%constitute%
the% signature% approach% of% one% musician% entirely% and% both% authors% underestimate%
musicality%as%well%as%the%physicality%of%Brecker’s%technical%mastery%and%melodic%vision.%
The% solos% analysed% by%Poutiainen% and% Freedy% are% not% representative% of% Brecker’s%
prodigious%output,%and%his%solos%from%popular%music%recordings%are%not%analysed.%As%
Brecker% admits% to% a% change% in% his% behaviour% when% crossing% genres% this% begs% the%
question:%how%much,%if%any,%of%his%signature%approach%from%soloing%on%fusion%or%jazz%
playing% is% relevant% to% the% context% of% popular%music?%This% also% applies% to% signature%
approach%analyses%of%any%other%saxophonists%recording%on%popular%music%records%who%
also%perform%regularly%as%improvisers%in%other%musical%genres.%%
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It%is%evident%that%there%is%considerably%more%analysis%of%jazz%saxophone%solos%than%of%
solos% from% popular% music,% likely% due% to% the% greater% harmonic% variety% of% jazz,% the%
potential%for%live%interaction%with%other%musicians,%and%the%length%of%solos.%Analyses%of%
solos% from% popular% music% are% often% aimed% at% novice% performers% rather% than%
professional%players%or%a%scholarly%audience.%Those%popular%music%analyses%that%exist%
often% reference% musicological% issues% such% as% culture% or% race% rather% than% musical%
matters%(Brackett,%1992,%p.%313).%Analysis%of%solos%(both%popular%music%and%jazz)%can%
be% qualitative% and% quantitative% but% there% is% little% mixing% of% the% methods.% Neither%
approach% in% isolation% can% properly% address% the% emotive% performances% found% in%
saxophone%solos%heard%on%popular%music%recordings,%which%is%why%I%have%combined%
them%for%my%analyses.%A%range%of%literature%refers%to%saxophone%solos%and%performance%
practice% in% a% popular% music% settingd% however,% many% potential% areas% are% yet% to% be%
examined.%%
%
Transcription(
Purchased% and% personally% completed% transcriptions% of% saxophone% solos%
constitute%the%quantitative%data%used%in%this%study.%Analysis%of%the%transcriptions%is%then%
used%in%tandem%with%interview%data%in%this%mixed%methods%research%project.%There%are%
numerous%positives%and%negatives%of%using%transcription,%an%acknowledged%talent%of%
the%researcher,%as%a%tool.%%
Peter%Winkler%points%out%that%“notation%enables%us%to%transcend%the%evanescence%of%
music.%Its%effect%is%to%neutralize%[sic]%time%–%to%kill%time”%(1997,%p.%171).%%For%analysis%
purposes%“we%can%appreciate%a%particular%musical%event%for%as%long%as%we%want”%(ibid.)%
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and% explore% in% detail.% In% transcriptions% “pitch% and% rhythm% are% represented%within% a%
precisely% defined% grid”% (ibid.)% enabling% study% of% melodic% and% harmonic% devices.%
“Tempo,%volume,%instrumentation,%expression%[and]%variation%of%timbre”%cannot%be%so%
strictly%defined%(ibid.)%but%scope%remains%to%notate%many%of%these,%to%differing%levels%of%
accuracy,%for%analysis.%%
Edward%Said%(as%cited%in%Winker,%1997,%p.%169)%questions%“whether%there%can%be%a%true%
representation% of% anything”% and% transcription% only% goes% so% far% in% representing% the%
recorded%sound%of%popular%music,% the%primary%way%in%which%a%song%exists%(Winkler,%
1997,%p.%197).%Winkler%expresses%concern%that%using%transcription%as%a%research%tool%
does%not%include%any%“social,%historic%or%economic%context”%(1997,%p.%170).%This%thesis’s%
focus% on% solos% in% popular% music% (often% commercial% pop% recordings)% and% session%
musicians%includes%some%discussion%of%social,%historic%and%economic%context%regarding%
deployment%trends%and%meaning%behind%the%using%the%saxophone%as%soloist.%However,%
the%data%behind%those%discussions%is%not%generated%directly%from%transcriptions%which%
provide%detailed%insight%into%musical%processes%only.%
Representation%of%a%recording%through%the%image%of%the%wave%form%can%reveal%some%
facets%of%a%performance%including%volume%(Winkler,%1997,%p.%170)%but%it%does%not%reveal%
more%detail%than%a%transcription%using%traditional%notation%as%individual%parts%cannot%be%
realised%(Nettl,%1964,%p.98).%Although%Winkler%(1997,%pp.%176G77)%believes%there%are%
many%difficult%aspects%to%transcribing%including%confusion%caused%by%“ambiguous%audio%
signals”%(Winkler,%1997,%p.%180),%I%have%confidence%my%experience%as%a%professional%
arranger% ‘lifting’%pop%songs%will%provide%quality%data.% I%have%slowGdown%software%but%
rarely%need%it%as%my%ear%is%sufficiently%advanced%to%work%in%realGtime.%The%quality%of%
speakers%and%headphones%available%affordably%twenty%years%after%Winkler’s%writing%will%
 
 
46 
advantage%me% as% does%my% experience,% as% an% experienced% jazz% saxophonist,% with%
difficult%ghost%notes%(Winkler,%1997,%p.%181).%%
Winkler’s%(1997,%p.%186)%focus%on%the%vocal%performance%of%Aretha%Franklin%notes%that%
“her%flexible%moulding%of%pitch,%rhythm%and%timbre%bursts%though%the%arbitrary%confines%
of% our% notational% system”.%His% statement% that% instruments,% such% as% the% saxophone%
being% tuned% “to% the% 12Gnote% tempered% scale”% increases% confidence% in% notated%
transcriptions%being%an%appropriate% tool% for% this%study.%Conversely,% it% should%not%be%
forgotten%that% the%ability% to%manipulate% the%saxophone’s%sound%and%slide%and%scoop%
between% pitches% contributes% to% the% instrument’s% expressiveness% and% uniqueness%
comparable%to%other%Western%instruments.%
%All%music%essentially%has%a%sense%of%oral%tradition%no%matter%how%notated%it%is%(Hopkins,%
1966,%p.%313%as%cited%in%Winkler,%1997,%p.%173)%and%“the%Western%system%of%notation…%
is%still%essentially%a%mnemonic%device.”%(Nettl,%1964%as%cited%in%Winkler,%1997,%p.%173).%
Even%with%an%array%of% scoops%and%bends,% like%Winkler%uses% to%define% the%personal%
characteristics%of%Aretha%Franklin’s%voice,%the%labelling%and%later%performance%of%these%
notational%devices%would%be%subjective%to%the%indivudual%(Winkler,%1997,%p.%191).%With%
rhythms,%so%that%legibility%is%ensured,%(ibid.)%there%will%be%some%sense%of%compromise%
remembering% that% “music,% to%be%personally% involving%and%socially%valuable,%must%be%
‘out%of%time’%and%‘out%of%tune’”%(Keil,%2005,%p.%96).%Also,%the%agenda%of%the%researcher%
will%play%some%part%in%the%choice%to%use%transcriptions%as%a%research%tool.%Transcribing%
solos% and% placing% them% in% Western% tradition’s% notation% system% tries% to% establish%
legitimacy% in% popular% music% in% a% similar% manner% to% Gunther% Schuller’s% efforts% to%
transcribe%jazz%and%have%it%placed%in%libraries%(Winker,%1997,%p.%196).%
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For%all%of%Winkler’s%doubts%of%transcription%and%variance%between%notated%and%audio%
forms%he%fails%to%acknowledge%the%natural%deviations%between%two%performances%of%the%
same%work%by%the%same%musician.%No%matter%the%shortcomings%of%the%process%Winkler%
still%believes%transcriptions%are%“worth%doing”%(p.%170)%as%the%“process%forces%[one]%to%
grow% and% become% more% intimate% with% [what% they% are]% studying% (p.% 200).% Utilising%
transcriptions% to% examine% the% musical% processes% found% in% saxophone% solos%
overwhelmingly% makes% sense% despite% the% acknowledged% shortcomings% of% the%
notational%system.%
(
Insider(Research(
I% bring%my% personal% experiences% as% a% performer% and% recording% artist% to% this%
thesis.% A% shared% passion% for% the% instrument% also% exists% between% myself% and% the%
interviewees.%Due%diligence%ensuring%insider%perspective%does%not%skew%the%research%
is% required,% particularly% as% there% is% growing% debate% regarding% insider% and% outsider%
research%methodologies%(EllisGCaird,%2017,%p.%89).%
Jenny% Moore% (2012,% p.% 11)% notes% that% it% is% common% in% qualitative% research% for%
researchers% to% be% part% of% the% social% group% they% are% investigating.% However,% my%
perspective%is%in%a%blurred%position%“between%‘insiderness’%and%‘outsiderness’”%(Ritchie%
et%al,%2009,%p.%107)d%I%am%a%professional%saxophonist%but%I%did%not%personally%know%any%
of% the% interviewees% and% have% not% recorded% charting% solos.% The% presence% of% a%
participant%observer,%however,%may% “[seduce]”% far%deeper% responses% than% imagined%
(Malone,%2003,%p.% 797).%My%position% is%distanced%physically% from% ‘the%phenomenon%
being%studied’% (Moore,%2012,%p.%11).%The%status%of% the% researcher% “as%an% insider%or%
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outsider”% (Allan,%2004%as%cited% in%J.%Moore,%2012,%p.11)%also% is%not%consistent% in%all%
avenues%of%investigation.%
Debate%exists%over% interview%methods.%One%could% remain%detached%and%encourage%
objectivity%(Turnock%and%Gibson,%2010%as%cited%in%Moore,%2012%p.%12)%or%accept,%as%I%
do,%that%distancing%oneself%is%impossible%when%possessing%insider%knowledge%(Kanuha,%
2000%as%cited% in%J.%Moore,%2012,%p.%12).%Tracy% (2010%as%cited% in%EllisGCaird,%2017)%
suggests% eight% useful% markers% for% qualitative% methodologies% to% ensure% a% structure%
remains% in% place%where% insider% perspective% cannot% appropriate% the% direction% of% the%
research.% These% include% worthy% topic,% rich% rigour,% sincerity,% credibility,% resonance,%
significant% contribution,% ethics% and%meaningful% coherence% (EllisGCaird,% 2017,% p.% 90)%
although%she%notes%they%equally%can%restrict%research%developing.%Each%of%the%eight%
markers%is%applied%during%the%research%process%employed%in%this%thesis%without%any%
sense%of%constricting%the%scope%of%the%project.%When%interviewing%someone%in%the%same%
occupation% there% should% be% some% sense% that% “the% meaning% of% the% interview% is%
constructed%through%[a]%shared%lens”%(Gewirtz%and%Ozga,%1994%as%cited%in%Drake,%2010,%
p.% 87).% A% saxophonist% interviewing% saxophonists% is% a% clear% example% of% this%mutual%
comprehension.%A%huge%positive%for%this%study%is%that%I,%an%investigator%with%relevant%
experience,% have% the% opportunity% to% ask% follow% up% questions% probing% for% further%
clarification%any%concepts% interviewees%may%have%difficulty%articulating.% In% this%case,%
the%shared%lens%experience%provides%added%depth%to%the%research.%
(
(
(
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Summary(
This% literature% review% encompasses% various% areas% related% to% saxophone% solos% on%
popular% music% recordings.% In% this% summary% areas% of% knowledge% where% there% is% a%
scarcity% of% absence% of% information% are% demonstrated.% Tables% are% used% to% illustrate%
these%lacunae%and%highlight%the%pertinence%of%the%research%questions.%%
Existing%literature%regarding%different%areas%relating%to%the%saxophone’s%sound,%image%
and%associations%is%displayed%in%Table%2.1.%
%
Area% Aspect%Researched% Source%
Sound% Versatility,%flexibility,%variety%of%timbres% Liebman,%1994%Gridley,%1987%
% Reasons%for%selection% Shepherd,%Wick%and%Oliver,%2003%
% Vocal%replacement%comparison%%
Brackett,%2000%
Cottrell,%2012%
Ingham%&%Helliwell,%1998%
% Difficulty%replicating%artificially% Ingham%&%Helliwell,%1998%
Image%&%
Associations% Coolness%
Cottrell,%2012%
Segell,%2005%
% Androgyny% Cottrell,%2012%Doubleday,%2008%
% Sexual%performance%manner%% Cottrell,%2012%Segell,%2005%
% Other%performance%movements% Laughter,%1992%Davis,%1998%
% Male%sexuality%
Denyer,%1992%
Marke,%2015%
Cohen,%2004%
Table(2.1:%Literature%Regarding%the%Saxophone’s%Sound,%Image%and%Associations%
While%the%saxophone’s%variety%of%sounds%and%the%comparison%with%the%human%voice%
has%received%attention%little%has%been%written%of%the%reasons%behind%the%selection%of%the%
instrument%as%soloist%in%popular%music%settings.%Why%it%is%deployed%is%seldom%discussed%
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beyond%Shepherd,%Wick%and%Oliver’s%(2003)%comment%that%the%ability%to%use%different%
sounds%fits%with%the%breath%of%popular%music,%a%comment%that%could%similarly%be%made%
of%the%electric%guitar%or%synthesiser.%This%thesis,%therefore,%includes%investigation%into%
the% reasons% behind% the% saxophone’s% selection% as% soloist% as% an% established%gap%of%
knowledge.% It% does% so% from% the% player’s% perspective% rather% than% from% that% of% the%
producer% amongst% various% other% research% aims% focused% around% the% performance%
practice%of%saxophonists%and%features%of%saxophone%solos.%Although%there%is%no%clear%
knowledge%lacunae%inquiry%regarding%the%saxophone’s%iconic%shape%and%associations,%
these%will%be%included%as%part%of%the%second%research%question%as%they%may%reveal%new%
ideas%from%those%previously%documented.%Discovering%the%perspective%of%performers%
and%their%consciousness%of%the%established%associations%when%performing%remains%an%
area%previously%uninvestigated%that%can%be%explored%through%interviews.%
Similarly,% session% musicians% working% as% soloists% have% received% minimal% literary%
attention%(Table%2.2).%%
%
Area% Aspect%Researched% Source%
Session%
Musicians%
Skills%(aural%training,%sightreading)%
NB.%Improvisation%not%mentioned%
Miller,%1981%
Davis,%1998%
Neuhausen,%2010%
% Performer%Perspective%and%identity% Bloom,%1979%Davis,%1998%
%
Table(2.2:%Literature%Regarding%Session%Musicians%
Whilst% general% skills% for% working% session% musicians% are% documented% there% is% no%
mention%of%improvisation,%a%skill%undoubtedly%associated%with%the%saxophone%due%to%its%
jazz%association.% It% is%noticeable% that%what% is%written%about%session%musicians%omits%
discussion%of%the%occasions%when%they%are%featured.%While%Michael%Brecker%(Bloom,%
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1979)%feels%a%lack%of%satisfaction%from%session%work,%Davis%(1998,%p.%119)%is%so%valued%
he% travels% cross% continent% to% complete% short% recordings.% Exploring% the% session%
musician’s%perspective%appears%previously%undocumented%and%is%included%within%the%
research%question%reviewing%the%performance%practice%of%creating%saxophone%solos%for%
popular%music%recordings.%
Literature%regarding%the%process%of%solo%creation%including%studio%production%processes%
and% performer% strategies% is% shown% in% Table% 2.3.% % While% much% has% been% written%
regarding% instrumental% setup% performing% pop% and% rock% music,% and% techniques%
(articulations)%and%phrasing%for%rock%music,%relatively%little%has%been%stated%regarding%
other%aspects%of%soloing%in%popular%music.%Yellin’s%text,%from%1978,%with%a%rock%music%
focused% title,% predates% much% of% the% music% being% studied% in% this% thesis% therefore%
highlighting% the% shortcoming% in% established% knowledge% this% thesis% seeks% to% fill.%
Additionally,%little%information%has%been%documented%regarding%melodic%construction.%
This%thesis’s%first%research%question%querying%performance%practice%addresses%these%
inadequacies%amongst%many%other%areas%of%interest.%
It% is% established% that% instrumental% solos% are% ordinarily% recorded% using% overdubs.%
Producers%may%create%composite%solos%from%cutting%and%pasting%together%phrases%from%
several%takes%but%there%is% little%knowledge%of%how%common%the%practice%is,%and%how%
involved%performers%are% in%and% feel%about% the%process.%Again,%much%of% the%existing%
information%comes%from%texts%from%1979%and%1981.%Although%this%would%give%a%clear%
indication%of%standard%practice%at%this%point%in%time%it%does%not%indicate%if%these%practices%
remained%customary%procedure%until%the%conclusion%of%the%years%under%investigation%in%
this%thesis.%
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Area% Aspect%Researched% Source%
Performance%
Processes%
(Playing)%
Duration%(shortness)%
Owsinski,%2010%
Ingham%&%Helliwell,%1998%
Yellin,%1978%
% Techniques%(articulations)%
Roach,%1998%%
Price,%1995%%
Yellin,%1978%
Randolph%&%Shannon,%1998%
% Clarity%(Concision)% Yellin,%1978%
% Respect%for%vocalist% Yellin,%1978%
% Using% rhythms% or% melodies% already%present%in%recording%as%basis%for%solo% Yellin,%1978%
% Melodic%vocabulary% Neff,%2010%Beasley,%2012%
% Crossing%genres% Morones,%2008%Poutiainen,%1999%
% Setup%
Buckland,%2012,%%
Cottrell,%2012,%%
Shepherd,%Wick%and%Oliver,%2003%
Beasley,%2007%%
Roach,%1998%
Laughter,%1992%
Morones,%2008%
Production%
Processes% Overdubs%
Bloom,%1979%
Miller,%1981,%%
Owsinski,%2010,%
Burgess,%2013%
% Saxophone%decision% Davis,%1998%
% Composite%solos%
Miller,%1981%
Davis,%1998%
Morones,%2008%
% Effects%(reverb,%delay)% Davis,%1998%%Laughter,%1992%
%
Table(2.3:%Literature%Regarding%Solo%Creation%
Brackett’s%(1992,%2000)%analysis%of%‘Superbad’%briefly%mentions%the%saxophone%solo%as%
part%of%a% larger%musicologyGbased%discussion%but% little%conventional%music% theory% is%
used% to%describe% the%solo% itself.% In% transcription%books%of%solos% from%popular%music%
recordings%(Morones,%2008d%Harrington,%2010)%meagre%analysis%is%provided%between%
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melody%and%harmonyd%any%text%provided%focuses%on%the%historical%significance%of%the%
solo%(Morones,%2008).%Jazz%solo%analyses%by%Baker%(1980d%1983d%1991)%and%Goddard%
(1993)%identify%signature%language.%This%is%the%type%of%evaluation%required%in%this%thesis%
where% clichés% (such% as% the% high% note% ending)% are% part% of% a% reusable% melodic%
vocabulary.%With%some%adaptation%Baker’s%jazz%analysis%model%is%made%to%better%reflect%
the% language%expected% in%popular%music%solos.%Transcription% is%used%to%support% the%
analyses%in%this%thesis%understanding%the%advantages%of%the%method,%the%shortcomings%
of%transcription%as%a%tool%to%represent%an%audio%product%and%potential%agenda%of%the%
researcher%placing%popular%music%in%western%music’s%notation%system.%%
The% research% questions,% as% reiterated% below,% are% appropriate% in% seeking% to% fill% the%
evident%knowledge%gaps%as%illustrated%in%the%tables%above.%They%build%on%established%
information%where%appropriate%and%seek% to%provide%understanding%where% there% is%a%
clear%lacunae.%%
•% What%was%the%performance%practice%of%saxophone%soloing%in%popular%music%from%
1972G1995?%
•% What%are%the%key%features%of%saxophone%solos%in%popular%music%1972G1995?%
•% How%does%this%study%inform%our%understanding%of%popular%music?%
%
Research%question%one%addresses%production%and%performer%processes%recording%in%
the%studio.%It%includes%the%perspective%of%performers%and%approaches%to%improvisation%
in% a% popular% music% setting.% The% second% question% includes% discussion% of% musical%
phenomena% requiring%melodic%analysis%and%evaluation%of% signature%devices.% It% also%
includes% discussion% of% extraGmusical% elements% of% a% saxophone% being% the% featured%
instrument% on% a% popular% music% recording.% The% awareness% by% saxophonists% of% the%
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instrument’s%associations% is% in%many%ways%sought% through%both%of% these%questions.%
Where%some%knowledge%is%present%these%questions%offer%clarification%and%confirmation%
or%contradiction%(do%read%on!)%of%existing%ideas.%%
The%final%research%question%demonstrates%the%significance%of%saxophone%solos%to%this%
period%of%popular%music%history.%Saxophonists,%as%frequent%guests%to%popular%music%
recordings,%offer% insight% into%session%musicians%and% the% role%of%nonGband%members%
recording%and%their%role%within%the%production%process.%Session%musicians%generally%
have%a%high%level%of%music%theory%and%can%articulate%quantitatively%what%band%members%
perhaps%cannot.%It%also%shows%the%impact%an%instrument%with%established%extraGmusical%
connotations%can%add%to%popular%music%recordings%when%a%featured%guest.%%
(
%
(
(
(
(
(
(
(
(
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CHAPTER(THREE(–(METHODOLOGY(
"there’s%not%much%preparation%for%this%kind%of%stuff"%(Higgins,%2015)%
Introduction(
This% chapter% describes% the% methodology% employed% during% this% study.% The%
connections% between% the% research% method,% research% questions,% literature,% data%
collection% and% analysis% methods% are% demonstrated% in% conjunction% with% their%
relationships%to%the%general%aims%of%the%research.%The%research%design%is%mapped%out%
in% relation% to% the%aims%of% this% thesis% and%how% this% integrates%with% the% interviews%of%
saxophonists.% The% chapter% describes% the% study% participants,% methods% of% data%
collection,%and%approaches% to%analysis%of%data,%before%discussing% the%validity%of% the%
methodology,%the%ethics%approval%process%and%the%participant%consent.%%
The%nature%of%this%thesis,%examining%the%saxophone%solo%in%popular%music,%examines%
three%overarching%areas%in%the%following%chapters:%% %%%%%%%%%%%%%%
Production% G% canvasses%both% the%saxophonist’s%process%of%musical%creation% in% the
% %studio,%as%well%as%the%influence%of%producers%and%the%production%methods%they
% %employ%upon%the%final%musical%product.% % % % % % %
Musical(Language%G%includes%the%archetypes%performers%adhere%to%in%creating%
% %melodies% or% improvising% (simplicity,% singability),% the%makeGup%of%melodies% in
% %relation%to%scales%and%keys%and%the%use%of%signature%or%clichéd%musical%
% %language%to%both%be%idiomatic%and%provide%desired%musical%outcomes.% %%
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Placement(Within(Recordings%G%examines%both%the%meaning%behind%the% %
% %saxophone’s%employment%as%a%soloing%instrument%and%trends%of%where%
% %saxophone%solos%appear%within%recordings.%
Employing%both%quantitative%and%qualitative%data%to%achieve%the%overall%research%aims,%
what% is%arguably%a%mixed%methods%approach% is%utilised.%To%maximise% the%quality%of%
results%the%nature%of%this%approach%remained%flexible%so%that%research%direction%could%
be%altered%as%needed.%A%single%established%mixed%method%approach%for%incorporating%
qualitative%and%quantitative%data%at%a%rigidly%specified%time%is%not%used.%%
In% the% first% part% of% the% study,% quantitative% data% was% gathered% in% the% form% of% solo%
transcriptions.%Some%were%purchased%transcriptions%from%books%or%the%internet%while%
many%were%transcribed%by%the%researcher.%These%enabled%the%identification%of%melodic%
language,%clarified%ideas%and%tested%hypotheses%developed%during%the%analysis.%This%
data%was%then%brought%to%interviews%for%discussion%with%highGprofile%saxophonists.%As%
the% participation% of% session% musicians% is% not% always% documented% on% recordings,%
interviewees%were% queried% on% further% examples% of% their% work% which% could% then% be%
transcribed% later.% These% additional% solo% transcriptions% were% then% used% by% the%
researcher% to% further% refine% ideas% discussed% and% test% theories% developed% during%
analysis%and%where%two%forms%of%data%had%been%combined.%
(
(
(
(
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Conceptual(Framework(of(the(Study%
Performer%Perspective%%
This%research%focuses%on%musicians%who%perform%saxophone%solos%on%popular%
music%recordings%and%examines%the%process%of%creating%solos%from%both%musical%and%
production% practices.% It% does% not% seek% the% perspective% of% producers% or% recording%
engineers.%Insights%from%saxophonists%who%also%work%as%producers%or%engineers%are%
presented%although%the%focus%is%on%their%work%as%instrumentalists.%The%perspective%of%
the% audience% is% not% sought% although% the% interviewed% saxophonists% all% listen% to%
recordings%other%than%their%own%and%their%commentary%pertaining%to%the%work%of%other%
saxophonists%was%welcomed.%%
%
Research%Design%%
Many%academic%scholars%agree%there%is%a%lack%of%clarification%in%academic%terms%
such% as% ‘theoretical% framework’% and% ‘conceptual% framework’% when% it% comes% to%
conducting%research%(Ngulube,%Mathipa%&%Gumbo,%2016,%p.%%1).%There%are%also%issues%
emanating%from%the%usage%of%interchangeable%terminology%between%academic%subjects%
or% disciplines.% This% thesis% uses% the% term% ‘conceptual% framework’% to% indicate% the%
influences%on% the%study%design%(Ngulube%et%al.,%2016,%p.%4)%and%offers% the% following%
diagram%to%describe%the%relationships%between%theory%and%research%from%positivist%and%
interpretivist%perspectives.%%
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%
Figure(3.1:%ModelGTheory%Continuum%(Ngulube,%Mathipa%&%Gumbo,%2016,%p.%4)%
The% contrasting% arrows% in% Figure% 3.1% show% the% two% perspectives.% A% positivist%
perspective%is%a%deductive%approach%where%research%starts%with%a%theory%whereas%the%
interpretivist% perspective% begins% with% observations% to% develop% theories% and%
generalisations%(Ngulube%et%al.,%2016,%p.%4).%Placing%the%research%strictly%into%one%of%
these%brackets%potentially%limits%the%ability%of%the%researcher%to%gain%maximum%insight%
into%the%topic%being%investigated.%%
Although%definitions%of%conceptual%frameworks%differ,%Van%der%Walt%provides%an%easily%
understandable%explanation:%
A%conceptual%framework%explains%either%graphically%or%in%a%narrative%form,%the%main%
dimensions% to% be% studied% −% the% key% factors% or% variables% and% the% presumed%
relationships.% A% framework% can% be% rudimentary% or% elaborate,% theory% driven% or%
commonsensical,%descriptive%or%causal"%(Van%der%Walt,%2003,%as%cited%in%Ngulube%
et%al.%2016,%p.%5).%
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Breaking% down% the% aims% and% components% of% this% study,% the% following% conceptual%
framework%emerges%(Figure%3.2):%%
%%
Figure(3.2:%Conceptual%Framework%of%the%Study%%%
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Whilst%conducting%the%research%a%case%study%approach%was%taken%where%each%of%the%
eleven%saxophonists%was%treated%separatelyd%solos%were%transcribed%and%the%musical%
language%of%each%player%was%analysed.%This%case%study%approach%was%only%applied%to%
organising%data%and%was%not%used%for%the%delivery%of%results%in%the%discussion%chapter.%
Areas%of%interest%and%similar%topics%are%presented%rather%than%eleven%separate%case%
studies,%which%could%become%monotonous%for%readers.%%
%
Mixed%Methods%Research%
In% this% research%project% the% qualitative% data% constitutes% descriptive% language%
taken%from%interviews%and%the%literature,%and%quantitative%data%consists%of%transcriptions%
presented%in%traditional%musical%notation.%The%use%of%“both%approaches%in%tandem%so%
that%the%overall%strength%of%[the]%study%is%greater%than%either%qualitative%or%quantitative%
research”%alone%(Creswell%&%Plano%Clark,%2007,%as%cited%in%Cresswell,%2009,%p.%4).%%%
Creswell%(2009,%p.%xxiv)%indicates%that%the%combination%of%approaches%across%a%whole%
study% is%what% indicates%mixed%methods% research.%Some%aims%of% the%project%do%not%
require% the%mixture%of% research%processes%and%a%single% form%of%data,%qualitative%or%
quantitative%suffices%or%is%all%that%is%available.%
Much%like%the%lack%of%clarification%in%academic%terminology,%scholars%disagree%on%what%
precisely%makes%up%a%mixed%methods%study%(Morse,%2010,%in%Harwell,%2011,%p.%151).%
Johnson%and%Onwuegbuzie%(2004)%note%that%%
Mixed%methods%research%is%formally%defined%here%as%the%class%of%research%where%
the% researcher% mixes% or% combines% quantitative% and% qualitative% research%
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techniques,% methods,% approaches,% concepts% or% language% into% a% single% study.%
Mixed% methods% research% also% is% an% attempt% to% legitimate% the% use% of% multiple%
approaches% in% answering% research% questions,% rather% than% restricting% or%
constraining%researchers’%choices%(i.e.,% it% rejects%dogmatism).% It% is%an%expansive%
and% creative% form% of% research,% not% a% limiting% form% of% research.% It% is% inclusive,%
pluralistic,%and%complementary,%and%it%suggests%that%researchers%take%an%eclectic%
approach% to%method%selection%and% the% thinking%about%and%conduct%of% research.%
(Harwell,%2011,%p.%151)%%
Harwell% describes% the% six% approaches% for% mixed% method% research% as% given% by%
Creswell.% ‘Sequential% explanatory% design’% is% where% “qualitative% data% is% used% to%
enhance,% complement,% and% in% some% cases% follow% up% on% unexpected% quantitative%
findings”% whereas% “sequential% exploratory% design% is% essentially% the% reverse% of% the%
sequential% explanatory% design,% with% quantitative% data% used% to% enhance% and%
complement%qualitative%results”%(2011,%p.%153).%%%
Both%of%these%methods%were%utilised%to%collate%data%in%this%thesis.%Prior%to%interviews,%
transcriptions%of%solos%were%assembled,%but%recordings%of%which%the%researcher%was%
previously%unaware%came%to%light%during%the%interviews.%These%were%then%transcribed%
to%correlate%original%findings.%Therefore,%quantitative%data%usually%preceded%or%followed%
the%qualitative%findings%from%the%interview%stage.%
Certain% scholars% believe% mixed% method% approaches% place% qualitative% methods%
secondary% to% quantitative% (Denzin,% 2006d% Giddings,% 2006d% Yin,% 2006,% as% cited% in%
Harwell,%2011,%p.%152).%However,%in%this%study%no%preference%was%consciously%given%to%
one% form% of% data.% In% this% study% of% the% arts%with% qualitative% information% provided% by%
respected%interviewees%the%two%forms%of%data%are%balanced.%The%high%value%placed%on%
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the%responses%of%interviewees%ensured%no%preferential%bias%was%given%to%quantitative%
data.%
Allan%Moore%notes%that%many%popular%music%recordings%are%of%a%“virtual%performance”%
(2012% p.% 1).% Analysing% popular% music% should% focus% on% relationships% between% the%
sounds% present% as% these% “constitute% the% artefact”% (ibid.).%Unlike%Western%Art%music%
analyses,% popular% music% analytical% methodologies% often% include% “social,% historic% or%
economic%context”%(Winkler,%1997,%p.%170).%
Leonard%Meyer%(1989,%p.%14G15)%states%that%primary%and%secondary%domains%in%music%
are%separated%in%“their%propensity%to%engage%in%syntactic%relationships”%(Moore,%2012,%
p.% 1).% Therefore,% notatable%melody,% harmony,%meter% and% rhythm% comprise% primary%
domains.%Often% “[shaping]% the%primary%domains”% (ibid.),%secondary%domains% include%
location,%texture,%and%timbre.%Location%is%often%excluded%from%research%methodologies%
(ibid.)% but% Moore% (2001,% pp.% 121G125% )% and% others% (Scott,% 2009d% Dockray,% 2010d%
Bennett,%2015)%have%written%extensively%on%“soundbox”%mapping%within%recordings.%%
Many%academics%suggest%that%“for%recorded%popular%music,%secondary%domains%can%
do%much%more%than%‘shape’%content”%believing%the% lack%of%viable%syntax%responsible%
(Moore,%2012,%p.%1).%Moore%comments%that%secondary%domains%“frequently%constitute%
content,%even%if%they%do%not%embody%syntax,%thus%challenging%the%commonplace%that%
syntax%is%a%necessary%condition%for%meaningful%musical%expression”%(ibid.).%
This%thesis%includes%discussion%of%both%the%primary%and%secondary%domains%although%
the%significant%use%of%transcription%appears%to%focus%on%primary%domains.%Discussion%
of% secondary% domains% is% included% in% the% literature% review% and% interviews% including%
topics% such% as% timbre% (brightness% of% sound)% and% melodic% devices% that% cannot% be%
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precisely%notated%such%as%vibrato%and%bending.%Musicality%and%energy%also% receive%
attention%in%this%manner.%Location,%or%panning%of%the%saxophone%soloist%in%the%mix%is%
not%studied%in%this%thesis.%As%the%saxophone%takes%to%the%foreground%as%the%vocalist%
stops%there%is%insufficient%need%for%this%to%be%researched.%%
Attention%being%given%to%primary%domains,%through%transcription,%is%justified%for%several%
reasons.%The%interviewed%saxophonists%all%have%some%level%of%jazz%background%(some%
have% superstar% status% in% the% jazz% world).% Transcription% of% improvisation% is% an%
established%jazz%pedagogical%practice%since%publications%of%“hot%trumpet%breaks%in%the%
1920s”%(Tucker,%1988,%pp.%545G547%as%cited%in%Winkler,%1997,%p.%197).%As%improvisation%
is% being% used% to% create% solos% it% is% appropriate% to% use% established% analysis% and%
pedagogy%techniques.%Using%transcriptions%allows%the%highest% level%of%confidence%in%
the%findings.%They%allow%direct%connections%to%be%made%between%harmony%and%melody%
and% provide% lots% of% information% including% articulations,% rhythms,% devices.% Providing%
transcriptions% to% the% interviewees% shows% respect% as% it%would% be% inappropriate% (and%
impossible% when% interviewing% in% a% public% place)% to% play% a% recording% as% part% of% an%
interview.%%%%
A% strength% of% this% study% is% the% original%material% gathered% through%my% interviews% of%
prominent%saxophonists%from%the%US,%UK%and%Australia.%To%show%respect%during%the%
interview%stage,%it%was%important%to%have%tangible%data,%in%the%form%of%sheet%music,%to%
present% to% the% renowned% saxophonists% so% that% they% could% be% queried% upon% their%
performance%practices.%It%also%acted%as%a%valuable%memory%aid,%jogging%the%memory%
for%experiences%that%happened%over%twenty%years%ago.%Due%to%the%oneGoff%nature%of%
these%interviews%conducted%in%a%seventeen%day%roundGtheGworld%trip,%the%collection%of%
different% forms% of% data% could% not% occur% simultaneously% as% required% in% several%
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techniques%of%mixed%method%research%(Harwell,%2009,%pp.%155G156).%Preparation%was%
required% to% transcribe% solos% and% analyse% them% so% that% quantitative% theories% and%
relevant%questions%could%be%brought%to%the%interviews.%As%transcriptions%occurred%prior%
to,% and% following% interviews% when% undocumented% examples% for% study% had% been%
uncovered,% both% chronological% methodologies% mentioned% by% Creswell,% ‘sequential%
exploratory’%and%‘sequential%explanatory,’%are%apparent%although%neither% is%precisely%
executed%in%this%research.%It%is%more%an%amalgamation%of%the%two.%
The%saxophone%solos%analysed%in%this%study%are%primarily%from%the%interviewees.%While%
the%selection%of%solos%is%dominated%by%those%played%by%session%musicians,%balance%is%
given%through%the%inclusion%of%band%member%saxophonist%John%Helliwell%(Supertramp)%
and%saxophonists%who%had%lengthy%associations%touring%and%recording%with%pop%acts%
such% as% Snake% Davis% (M% People)% and% James% Valentine% (The% Models).% Within% the%
constraints% of% the% study,% a% representative% sample% of% saxophonists%was% interviewed%
from%different%locations%and%involvements%with%popular%music%(session%musicians%and%
band%members)%and%hit% recordings%of% the%period%examinedd%only%a%small%number%of%
potential% interviewees% with% significant% experience% in% popular% music% declined% to% be%
involved%or%were%uncontactable.%For%testing%purposes,%similar%idiomatic%music%could%be%
used%as%many%saxophone%solos%occur%on%albums%recordings%that%were%not%released%
as%singles.% Interviewees%often%mentioned%album% tracks%as%solos% in%which% they% take%
pride.%The%selection%of%melodic%material%above%an%underlying%harmony%is%quantitative%
data,%as%is%the%collection%of%reusable%melodic%devices%and%licks%discovered%during%this%
research.%The%philosophy%of%improvisers%and%the%consciousness%of%their%approach%in%
using% said% licks% is% qualitative% data,% thus% highlighting% important% areas% to% blend% or%
combine%the%two%forms%of%data.%%
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The% meaning% behind% the% saxophone‘s% appearance% as% a% soloing% instrument% is%
qualitative,%however,%mapping%trends%of%when%solos%feature%in%popular%music,%both%in%
terms%of%placement%within%the%form%and%duration%of%the%recording%requires%a%quantitative%
approach.%Gathering%data%on%the%production%process%is%strictly%a%qualitative%approach%
based%on%recollection%of%performers%and%comparing%it%to%the%available%literature.%%
In%aiming%to%further%understand%the%placement%of%the%saxophone%within%popular%music%
recordings% and% discover% the% processes% of% solo% creation% from% both% production% and%
performer%perspectives,%the%study%draws%on%aspects%of%grounded%theory%as%it%seeks%
emerging%patterns%(Walsh%et%al.,%2015).%Grounded%theory,%a%frequently%used%systematic%
approach,% also% includes% the% construction% of% theories% as% data% is% analysed.% The%
perspective%and%experience%of%the%researcher,%a%professional%saxophonist,%primarily%
drives% the% choices%made% in% developing% the% research%method%utilised% in% this% thesis,%
although% many% established% research% methods% are% used.% None% of% the% established%
research% methods% used% were% congruent% with% a% study% of% this% kind,% therefore% the%
perspective%of%the%researcher%is%given%deference%to%ensure%the%greatest%level%of%new,%
relevant%knowledge%is%created%during%the%research%process.%
My%prior%experiences%directed%the%research%methodology%in%several%ways.%%Collecting%
quantitative% data% in% the% form% of% transcriptions% built% on%my% preGexisting% skillset% and%
strengths% as% a% jazz% saxophonist% and% arranger.% Transcription% is% a% recognised%
pedagogical%practice%with%which%jazz%musicians%study%improvised%solos%as%it%provides%
discrete%data% for%analysis.%My%transcription%methods%are% the%result%of%my%significant%
experience%as%a%performer%and%arranger.%
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The% requirement% for% interviewees% to% have% played% two% charting% solos%was,% again,% a%
personal%decision.%It%made%sense%to%identify%yet%limit%the%pool%of%interviewees%enough%
that%it%was%possible%to%interview%most%key%figures%without%numbers%and%data%becoming%
unwieldly.%Choosing%to%make%exceptions%by%including%a%solo%from%after%1995%from%a%
deliberately% retro% recording% (Lenny%Pickett% on%Katy%Perry’s% ‘Last%Friday%Night’)% and%
interviewing% leading%Los%Angeles%session%musician%Dan%Higgins%despite%his% lack%of%
charting%solos%anticipated%the%benefit%to%the%thesis’s%overall%goals.%Interview%questions%
were%selected%based%on%the%literature%review%and%solo%transcriptions%completed%prior%
to%the%round%the%world%research%trip.%The%setting%of%these%questions,%how%they%were%
asked%and%responded%to%would%express%some%agenda%from%the%researcher%no%matter%
how%intentional.%%
%
Data(Collection(Method(and(Participants(
The%aims%of%this%thesis%require%different%sets%of%data%to%be%produced.%In%addition%
to%the%literature%sought,%I%personally%produced%numerous%solo%transcriptions%in%addition%
to%those%sourced%from%books%and%the%internet.%A%quantitative%document%was%produced%
by% the% researcher% noting% when,% in% the% duration% of% the% popular% music% recording,%
saxophone%solos%occur%and%the%section%of%the%form%on%which%the%solo%was%placed.%The%
sections%of%the%recording's%form%which%precede%and%follow%the%solo%were%noted%as%was%
any%solo%cliché%used%to%begin%or%end%the%solo%these%pieces%of%data%were%then%collated%
to% observe% patterns.% Interviews% with% eleven% saxophonists% concluded% the% data%
collection. This%study%necessitated%four%sets%of%data:%analyses%of%saxophone%solos%from%
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the%literature,%analyses%of%saxophone%solos%conducted%by%myself,%structural%analyses%
of%recordings%and%the%interviews%with%eleven%professional%saxophonists(
(
Transcriptions/Analysis%
Transcription%of%solos%is%a%widely%acknowledged%component%of%jazz%pedagogy.%
It%was%an%integral%part%of%my%undergraduate%education%and%is%an%ongoing%aspect%of%my%
work%as%a%professional%arranger%and%bandleader.%For%this%research%one%of%the%primary%
transcription%techniques%involved%the%use%of%the%computer%program%Transcribe!.%This%
program%allows%the%transcriber%to%slow%down%a%recording%and%listen%to%the%music%an%
octave% higher.% This% renders% exceptional% clarity,% especially% to% bass% parts% and% is% of%
particular% assistance% when% transcribing% harmony.% The% researcher% reviewed% all% the%
transcriptions%in%the%thesis%not%personally%completed%to%ascertain%their%accuracy%and%
almost% all% were% deemed% accurate.% Where% multiple% transcriptions% of% solos% were%
available,%such%as%John%Helliwell’s%solo%on%‘The%Logical%Song,’%the%transcription%from%
www.saxsolos.com%was%selected%as%it%could%be%printed%multiple%times%and%annotated%
with% ease.% Both% available% transcriptions% of% ‘(I’ve% Had)% The% Time%Of% My% Life’% were%
rejected%as%neither%contained%the%requisite%level%of%detail,%particularly%personal%nuances%
of%the%performer%such%as%the%many%grace%notes%and%slides,%important%to%this%study.%
Aesthetically,% the% literature% and% many% interviewees% describe% individual% solos,%
improvisations,% takes% and% recording% sessions% using% terms% including,% or% similar% to,%
good,% worthy,% memorable% or% emotional.% There% is% difficulty% assigning% any% sense% of%
exactitude%to%these%terms%when%musicians%are%performing%over%a%variety%of%different%
genres% and% types% of% song% (ballad,% anthem% etc.).% Efforts% to% avoid% personal% opinion%
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defining%solo%quality%include%the%setting%of%the%Top%40%frame%and%finding%interviewees%
to% have% contributed% at% least% two% solos% matching% the% criteria.% My% expertise% as% a%
professional%saxophonist,%coupled%with%the%expressed%opinions%of%those%interviewed,%
provide%a%range%of%opinions%regarding%quality%in%the%solos%studied.%However,%adjectives%
such%as%‘good’%or%‘worthy’%actually%stand%for%a%sense%of%appropriateness.%%
You%want%to%be%Phil%Woods%on%‘Just%The%Way%You%Are’.%It%should%be%so%memorable%
and% so% perfect% and% cast% and% all% of% that,% that% to% play% it% otherwise%would% be% like%
deviating.%It%would%be%like%you%stop%playing%the%song%and%tried%playing%another%song%
somehow,%part%of%the%frame.%That’s%the%goal%(Snitzer,%2015).%
Thus,%these%terms%are%largely%avoided%except%when%expressed%as%direct%quotes%from%
interviews% or% the% literature.% A% solo% on% one% record% would% not% automatically% fit% onto%
another%record%and%fulfil%the%purpose%of%the%recording%despite%the%transferable%nature%
of%melodic%language%(Chapter%6)%and%recurring%use%of%devices%(Chapter%7).%Also,%further%
blurring%definitions%of%‘good’%and%‘worthy’%is%the%lack%of%control%saxophonists%possess%
over%their%created%content%once%they%have%left%the%studio.%Anecdotes%(or%horror%stories)%
are%included%in%Chapter%4.%However,%the%bottom%line%is,%as%Watts%(2015)%puts%it,%“once%
you’re%done,% you’re%done”d% a%great% performance% in% the% studio%does%not% necessarily%
make%a%great%solo%on%the%record.%
%
Selection%of%Solos%for%Study%
To%maximise%the%relevance%of%results%it%is%important%to%ascertain%the%most%useful%
solos% for% study.% Unfortunately,% reviewing% different% literary% sources,% it% becomes%
apparent% there% is% little% overlap% between% what% different% authors% and% transcribers%
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consider% recordings% of% significance.% The% following% recordings% (Table% 3.1)% are%
mentioned%as%key%saxophone%solos% in%popular%music%during% the% time%period%of% this%
study%in%the%overview%texts%by%Cottrell%(2012)%and%Ingham%and%Helliwell%(1998).%Harvey%
(1995)%and%Segell%(2005)%do%not%mention%any%recordings%specifically%when%discussing%
rock%and%pop%music%although%Harvey%(1995)%does%mention%specific%saxophonists.%
Some%recordings%mentioned%by% these%authors%are%omitted%as% they%do%not% fulfill% this%
study’s%definition%of%a%saxophone%solo%in%popular%music%(several%recordings%mentioned%
include% saxophone% activity,% but% the% instrument% does% not% fulfill% the% role% of% vocal%
replacement).%There%are%also%some%recordings%mentioned%that%did%not%chart.%Album%
tracks%mentioned%are%not%included,%only%singles.%%
%
%
%
%
%
%
%
%
%
%
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Recording/Artist(
(Chronological)(
Saxophonist( Mentioned(in(Which(
Text(
Highest(Chart(
Position(
*’Just%The%Way%You%Are’%%
U%Billy%Joel%(1977)%
Phil%Woods% Cottrell%(2013),%Ingham%
and%Helliwell%(1998)%
#3%US,%#19%UK%
‘Hit%Me%With%Your%Rhythm%
Stick’%G%Ian%Dury%&%The%
Blockheads%(1978)%
Davey%Payne% Ingham%and%Helliwell%
(1998)%
#1%UK%
*’The%Logical%Song’%%
G%Supertramp%(1979)%
John%Helliwell% Ingham%and%Helliwell%
(1998)%
#6%US,%#7%UK%
‘Money’%G%Pink%Floyd%(1973)% Dick%Parry% Ingham%and%Helliwell%
(1998)%
#13%US%
‘Still%Crazy%After%All%These%
Years’%G%Paul%Simon%(1976)%
Michael%Brecker% Ingham%and%Helliwell%
(1998)%
#40%US%
‘Deacon%Blues’%%
G%Steely%Dan%(1977)%
Pete%Christlieb% Ingham%and%Helliwell%
(1998)%
#19%US%
‘Waiting%On%A%Friend’%%
G%Rolling%Stones%(1981)%
Sonny%Rollins% Ingham%and%Helliwell%
(1998)%
#13%US%
‘Will%You’%%
G%Hazel%O’Connor%(1981)%
Wesley%
McGoogan%
Cottrell%(2012)% #8%UK%
‘Smooth%Operator’%%
G%Sade%(1984)%
Stuart%
Matthewman%
Cottrell%(2012)% #5%US,%#19%UK%
*’Fortress%Around%Your%
Heart’%G%Sting%(1985)%
Branford%Marsalis% Ingham%and%Helliwell%
(1998),%
#8%US%
*’Englishman%In%New%York’%%
G%Sting%(1990)%
Branford%Marsalis% Ingham%and%Helliwell%
(1998),%Cottrell%(2012)%
#15%UK%reGmix.%
#51%first%release.%
*’Search%For%A%Hero’%%
G%M%People%(1995)%
Snake%Davis% Ingham%and%Helliwell%
(1998)%
#9%UK%
*analysed%as%part%of%this%study%
Table( 3.1:% Recordings% Released% Between% 1972% and% 1995% to% Feature% a% Saxophone% Solo%
Mentioned%in%Overview%Texts%by%Cottrell%(2012)%and%Ingham%and%Helliwell%(1998).%%
There% is% little% correlation% between% Table% 3.1% and% the% selection% of% solos% in% the%
transcription% books% of%Morones% (2008)% and%Harrington% (2010)% shown% in% Table% 3.2.%
Morones% (2008)% and% Harrington% (2010)% texts% also% show% no% overlap% of% transcribed%
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material.%Solos%also%mentioned%by%Cottrell%(2012)%and%Ingham%and%Helliwell%(1998)%are%
marked%and%should%be%considered%major%solos%of%the%period%of%this%study.%%
Recording/Artist(
(Chronological)(
Saxophonist( Author(of(Transcription( Charting(Position(
+’Walk%On%The%Wild%Side’%%
G%Lou%Reed%(1972)%
Ronnie%Ross% Harrington%(2010)% #16%US,%#10%UK%
+’Money’%G%Pink%Floyd%(1973)% Dick%Parry% Morones%(2008)% #13%UK%
*’How%Sweet%It%Is’%%
G%James%Taylor%(1975)%
David%Sanborn% Morones%(2008)% #5%US%
‘Takin’%It%To%The%Streets’%%
G%Doobie%Brothers%(1976)%
Andrew%Love% Morones%(2008)% #13%US%
+’Still%Crazy%After%All%These%
Years’%G%Paul%Simon%(1976)%
Michael%Brecker% Harrington%(2010)% #40%US%
+’Deacon%Blues’%%
G%Steely%Dan%(1977)%
Pete%Christlieb% Morones%(2008)% #19%US%
+’Just%The%Way%You%Are’%%
G%Billy%Joel%(1977)%
Phil%Woods% Morones%(2008)% #3%US,%#19%UK%
’I%Love%The%Nightlife’%%
G%Alicia%Bridges%(1978)%
Tom%Scott% Harrington%(2010)% #5%US%
*+’The%Logical%Song’%%
G%Supertramp%(1979)%
John%Helliwell% Morones%(2008)% #6%US,%#7%UK%
‘After%The%Love%Has%Gone’%%
G%Earth,%Wind%and%Fire%(1979)%
Don%Myrick% Morones%(2008)% #2%US,%#4%UK%
‘Just%The%Two%Of%Us’%%
G%Grover%Washington%Jr%(1980)%
Grover%
Washington%Jr%
Morones%(2008)% #2%US,%#34%UK%
*’Urgent’%G%Foreigner%(1981)% Junior%Walker% Morones%(2008)%
%
#4%US%
’True’%G%Spandau%Ballet%(1983)% Steve%Norman% Morones%(2008)% #4%US,%#1%UK%
‘Maneater’%%
G%Hall%&%Oates%(1983)%
Charlie%DeChant% Morones%(2008)% #1%US,%#1%UK%
’Caribbean%Queen’%%
G%Bllly%Ocean%(1984)%
V.%Jeffrey%Smith% Morones%(2008)% #1%US,%#6%UK%
‘One%Heartbeat’%%
G%Smokey%Robinson%(1987)%
Kenny%G% Morones%(2008)% #10%US%
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*’(I’ve%Had)%The%Time%of%My%
Life’%G%Medley/Warnes%(Dirty%
Dancing)%(1987)%
Gary%Herbig% Morones%(2008)% #1%US,%#6%UK%
‘Baby,%I%Love%Your%Way’%%
G%Big%Mountain%(1994)%
Warren%Hill% Harrington%(2010)% #6%US,%#2%UK%
*analysed%as%part%of%this%study%
+%also%mentioned%as%significant%solo%by%either%Cottrell%(2012)%or%Ingham%and%Helliwell%(2008)%
Table( 3.2:% Solos% Transcribed% by% Morones% (2008)% and% Harrington% (2010)% From% Charting%
Popular%Music%Recordings%1972G1994%
Of% the%eighteen%solos% transcribed%by%Morones%or%Harrington% to%chart,%only%six%were%
mentioned%as%important%solos%by%either%Ingham%and%Helliwell,%or%Cottrell.%Ingham%and%
Helliwell%mention%many%recordings,%and%albums,%as%featuring%the%saxophone%(or%horn%
section)%but% the%quantity%of% these%examples% transcribed%by%Morones%or%Harrington,%
equating%significance,%is%negligible.%
In%examining%the%chart%positions%of%recordings(listed%in%Tables%3.1%and%3.2%it%is%evident%
that% the% position% achieved% within% the% charts% was% not% a% primary% consideration% in%
selecting% solos% to% transcribe% or% discuss% as% being% significant.% The% question% of%
significance%of% the% selected%material% is% compounded%when% some%of% the% recordings%
mentioned%or%transcribed%did%not%chart,%or%they%do%not%accurately%fit%the%definition%of%a%
solo%as%stipulated%in%the%Introduction%to%this%thesis.%%
In%Laughter’s%(2015)%list%of%charting%saxophone%solos%no%solos%are%highlighted%as%being%
more%influential%or%musically%‘better’%than%othersd%distinction%between%recordings%listed%
could%only%be%taken%from%the%chart%placing.%If%major%solos%are%defined%as%those%heard%
by%the%largest%audience%there%is%a%relevance%to%the%chart%position%achievedd%if%musical%
quality%or%performance%skill,%which%are%not%necessarily%requirements%for%a%saxophone%
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solo,% are% required% in% selecting% key% solos,% then% charting% position% is% less% relevant.%
Furthermore,% marketing% and% the% variable% level% of% competition% between% material%
released%at%specific%times%will%also%impact%achievable%chart%positiond%a%recording%may%
reach%#1%in%the%charts%at%one%time%but%had%it%been%released%at%a%different%time,%when%
stronger%material%was%in%competition,%it%might%not%have%been%as%successful.%Laughter’s%
document%(2015)%contains%anecdotal%blocks%of%texts%that%interrupt%the%flow%of%this%list.%%
When%this%occurs,% it% is% largely%due%to%the%difficulty% in%ascertaining%the% identity%of% the%
saxophonist%featured%rather%than%pointing%out%a%special%solo%of%any%musical%or%charting%
significance.%Chart%position%alone%is%the%only%way%we%could%extract%musical%worth%from%
solos%from%Laughter’s%document%although%it%is%in%no%way%a%signifier%of%relevance%to%this%
study.%
In%Laughter’s%(2015)%document%the%definition%of%a%solo%is%a%clear%issue,%but%there%are%
noticeably%several%true%solos,%as%defined%in%the%Introduction%of%this%thesis,%where%the%
recording%is%from%reached%#1%in%the%charts%of%either%the%UK,%USA%or%Australia%and%has%
not%been% transcribed%by%either%Harrington%or%Morones.%Perceived%virtuosity% is%not%a%
selection%criterion%for%Morones,%as%solos%such%as%‘True,’%performed%by%Spandau%Ballet%
member%and%nonGprofessional%saxophonist%Steve%Norman,%are%transcribed.%Although%
these% lists%provide%a% reflection%of% the%key%solos% from% the%era% they%do%not%provide%a%
complete% catalogue%of% solos% that% are%worthy% of% study.%Other% solos%worthy% of% study%
include,% but% are% not% limited% to,% the% transcriptions% of% solos% by% the% saxophonists%
interviewed%as%part%of%this%research,%as%found%in%Appendix%D%of%this%thesis.%The%solos%
in%the%following%list%(Table%3.3),%selected%by%the%researcher%on%chart%position,%should%
also%be%considered%significant%saxophone%solos%from%1972G1995.%%
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Recording/Artist( Year(of(
Release(
Saxophonist( Chart(
Position%
‘Jazzman’G%Carol%King% 1973% Tom%Scott% #2%US%
*’The%Bitch%Is%Back’%G%Elton%John% 1973% Lenny%Pickett% #4%US%%#15%UK%
‘When%I%Need%You’%G%Leo%Sayer%% 1977% Bobby%Keys% #1%US%%#1%UK%
‘Da%Ya%Think%I’m%Sexy?’%G%Rod%Stewart%% 1979% Tom%Scott% #1%US%%#1%UK%
*’Arthur’s%Theme’%G%Christopher%Cross% 1981% Ernie%Watts% #1%US%%#7%UK%
*’Rio’%G%Duran%Duran% 1982% Andy%Hamilton% #9%UK%
*’How%Will%I%Know’%G%Whitney%Houston%% 1986% Premik%R%Tubbs% #1%US%%#5%UK%
‘Kokomo’%G%The%Beach%Boys% 1988% Joel%Peskin% #1%US%%#25%UK%
*‘She’s%Like%The%Wind’%G%Patrick%Swayze%&%Wendy%Frazer% 1988% Gary%Herbig% #3%US%%#17%UK%
*’Waiting%For%A%Star%To%Fall’%G%Boy%Meets%Girl%% 1988% Andy%Snitzer% #2%US%%#9%UK%
’The%Best’%G%Tina%Turner% 1989% Edgar%Winter% #15%US%%#5%UK%
‘I%Will%Always%Love%You’%G%Whitney%Houston% 1991% Kirk%Whalum% #1%US%%#1%UK%
*analysed%as%part%of%the%study%
Table(3.3:%Charting%Solos%not%Mentioned%in%Texts%by%Ingham%and%Helliwell%(1998)%or%Cottrell%
(2012)%or%Transcribed%by%Morones%(2008)%or%Harrington%(2010).%%
There% is% little% correlation%between%solos%mentioned%as% significant%between%different%
authors%in%overview%texts%of%the%saxophone%and%those%transcribed%and%published%as%
examples%worthy%of% recreation%or% study.%There% is%also%minimal% correlation%between%
selection%as%significant%by%authors%and%transcribers%and%charting%position%as%few%highly%
commercially%successful%recordings%are%deemed%significant.%A%few%solos%from%highly%
successful%recordings%are%identified%by%authors%and%transcribed%such%as%‘Just%The%Way%
You%Are’%and%‘The%Logical%Song’%but%beyond%these,%many%different%solos%are%noted%as%
significant.%Perhaps%due%to%the%solos’%brevity%it%is%difficult%to%assign%significance%to%this%
work.%
The%selection%of%solos%for%personal%transcription%begun%by%transcribing%the%bestGknown%
solos%not%found%in%the%texts%of%Morones%(2008)%and%Harrington%(2010),%the%only%books%
available% to% include% transcriptions% of% material% from% popular% music% recordings,% or%
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available% for% purchase% from%www.saxsolos.com,%a%website% trusted% for% its% accuracy.%
Solos%such%as%‘Arthur’s%Theme%(Best%You%Can%Do)’%and%‘Waiting%For%A%Star%To%Fall’%
appeared% significant% due% to% their% continual% airplay% on% radio% stations.% All% solos% to%
undergo%melodic%analysis%as%part%of%this%research%not%purchased%online%or%found%in%the%
books% by% Morones% (2008),% Harrington% (2010)% or% www.saxsolos.com% I% personally%
transcribed.%%
Once% interviewees% had% been% confirmed,% the% decision% was% made% to% focus% on%
transcribing%solos%by%those%saxophonists%to%enhance%the%insight%that%could%be%garnered%
from% the% interview% process.% Unintentionally,% no% solos% from%Harrington% (2010)% were%
analysed%in%this%thesis.%The%solos%from%popular%music%recordings%included%in%this%text%
did%not%align%with% those%saxophonists%either%available% for% interview%or%qualifying% for%
inclusion%in%this%study%by%having%played%two%or%more%solos%on%charting%releases.%All%the%
solos%studied%for%melodic%analysis%as%part%of%this%thesis%are%listed%in%Table%3.4.%When%
necessary% solos% outside% the% period% of% 1972G1995% are% included% as% a% point% of%
comparison.%Solos%by%nonGinterviewees%mentioned%as% important% contributors% to% the%
field% of% research% by% the% eleven% interviews% are% also% included% in% the% analysis%where%
appropriate.%
Appendix(
D(#(
Saxophonist( Recording( Artist(or(Band( Year(
Transcription(
Source(
1%
Ernie%Watts%
‘Never%Let%Her%Slip%
Away’%
Andrew%Gold% 1978% Robert%Woodward%
2% ‘I%Just%Wanna%Stop’% Gino%Vannelli% 1978% Robert%Woodward%
3% ‘Biggest%Part%of%Me’% Ambrosia% 1980% Robert%Woodward%
4%
‘You’re%The%Only%
Woman’%
Ambrosia% 1980% Robert%Woodward%
5%
‘Arthur’s%Theme%(Best%
That%You%Can%Do)’%
Christopher%Cross% 1981% Robert%Woodward%
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6% ‘Love%Is%In%Control’% Donna%Summer% 1982% Robert%Woodward%
7% ‘Alibi’% Sergio%Mendes% 1984% Robert%Woodward%
8% ‘In%A%Sentimental%Mood’%
Jazz%recording%by%Ernie%
Watts%
1998% www.saxsolos.com%
9%
Gary%Herbig%
‘On%The%Radio’% Donna%Summer% 1979% Robert%Woodward%
10%
‘She%Words%Hard%For%
The%Money’%
Donna%Summer% 1983% Robert%Woodward%
11%
‘Some%Guys%Have%All%
The%Luck’%
Rod%Stewart% 1984% Robert%Woodward%
12% ‘She’s%Like%The%Wind’% Patrick%Swayze% 1987% Robert%Woodward%
13%
‘(I’ve%Had)%The%Time%Of%
My%Life’%
Bill%Medley%&%Jennifer%
Warnes%
1987% Robert%Woodward%
14%
Dan%Higgins%
‘I%Can’t%Wait’% Deniece%Williams% 1988% Robert%Woodward%
15% ‘Love%On%The%Rooftop’*% Cher% 1989% Robert%Woodward%
16% ‘Jazzman’*% The%Simpsons% 1995% Robert%Woodward%
17% ‘Count%Bubba’%
Gordon%Goodwin’s%Big%
Phat%Band%
2001% www.saxsolos.com%
18%
Andy%Snitzer%
‘Waiting%For%A%Star%To%
Fall’%
Boy%Meets%Girl% 1987% Robert%Woodward%
19% ‘Do%The%Bartman’% The%Simpsons% 1990% Robert%Woodward%
20% ‘Lost%In%Your%Love’*% Carly%Simon% 1994% Robert%Woodward%
21%
Chris%Hunter%
‘So%This%Is%Romance’% Linx% 1982% Robert%Woodward%
22%
‘A%Solid%Bond%In%Your%
Heart’%
The%Style%Council% 1982% Robert%Woodward%
23% ‘Intuition’% Linx% 1982% Robert%Woodward%
24%
Lenny%Pickett%
‘The%Bitch%Is%Back’% Elton%John% 1974% Robert%Woodward%
25% ‘Last%Friday%Night’% Katy%Perry% 2011% www.saxsolos.com%
26%
John%Helliwell%
‘Bloody%Well%Right’% Supertramp% 1974% www.saxsolos.com%
27% ‘Give%A%Little%Bit’% Supertramp% 1977% www.saxsolos.com%
28% ‘The%Logical%Song’% Supertramp% 1979% www.saxsolos.com%
29% ‘It’s%Raining%Again’% Supertramp% 1982% www.saxsolos.com%
30% ‘My%Kind%Of%Lady’% Supertramp% 1983% Robert%Woodward%
31% ‘Long%Is%The%Road’% JeanGJacques%Goldman% 1984% Robert%Woodward%
32%
‘Heart%Don’t%Change%My%
Mind’%
Diana%Ross% 1992% Robert%Woodward%
33%
Andy%Hamilton%
‘Rio’% Duran%Duran% 1982% www.saxsolos.com%
34% ‘Union%of%The%Snake’% Duran%Duran% 1983% Robert%Woodward%
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35% ‘I’m%Your%Man’% Wham% 1985% www.saxsolos.com%
36% ‘Cowboys%and%Angels’% George%Michael% 1991% www.saxsolos.com%
37%
Snake%Davis%
‘Change’% Lisa%Stansfield% 1991% www.saxsolos.com%
38% ‘A%Million%Love%Songs’% Take%That% 1992% www.saxsolos.com%
39% ‘Moving%On%Up’% M%People% 1992% Robert%Woodward%
40% ‘Search%For%A%Hero’% M%People% 1993% Robert%Woodward%
41% ‘Jubel’% Klingande% 1995% Robert%Woodward%
42% ‘Stock%Phrases’% (played%at%interview)% 2013% Robert%Woodward%
43%
James%
Valentine%
‘Barbados’% The%Models% 1985% Robert%Woodward%
44% ‘Nobody%But%You’%
Absent%Friends%featuring%
Wendy%Matthews%
1990% Robert%Woodward%
45%
Branford%
Marsalis%
‘Fortress%Around%Your%
Heart’%
Sting% 1985% Robert%Woodward%
46%
‘Englishman%In%New%
York’%
Sting% 1987% Robert%Woodward%
47% ‘I%Love%Your%Smile’% Shanice% 1991% Robert%Woodward%
48%
David%Sanborn%
‘Young%Americans’% David%Bowie% 1975% www.saxsolos.com%
49% ‘How%Sweet%It%Is’% James%Taylor% 1975% Morones%
50% ‘The%Peeper’%
Hank%Crawford%&%David%
Sanborn%on%Night%Music%
1990% www.saxsolos.com%
51%
King%Curtis%
‘Yakety%Yak’% The%Coasters% 1985% Morones%
52% ‘Charlie%Brown’% The%Coasters% 1958% www.saxsolos.com%
53% ‘Memphis%Soul%Stew’% King%Curtis% 1967% www.saxsolos.com%
54%
Junior%Walker%
‘Shotgun’% Junior%Walker% 1967% Morones%
55% ‘Urgent’% Foreigner% 1981% Morones%
Jazz%solos%on%instrumental%tracks%are%italicised.% *Album% track%or% television%show%used%as%supporting%
evidence.%%%%%%%%%%
Table(3.4:%Solo%Transcriptions%on%Which%Melodic%Analysis%was%Performed%
Solos% were% analysed% using% a% method% built% on% processes% used% by% other% authors,%
discussed% in% the% literature% review.% Initially,% David% Baker’s% "Model% Analysis% Sheet"%
(1980,% 1983,% 1991)% was% applied% to% each% solo.% Baker’s% analysis% model% allows%
cataloguing% of% different% devices% and% scales% used% within% a% solo% as% well% as% the%
development%of%the%solo%in%terms%of%direction%and%climax.%Elements%of%this%jazz%analysis%
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methodology,% including% ‘tune% type’% (genre)% and% options% to%mark% diminished% scales%
within%the%improvised%melody%of%solos,%proved%somewhat%superfluous%to%the%study%and%
were%not%required.%A%trialGandGimprove%method%was%used%where,%after%each%analysis,%
further%adjectives%were%added%to%Baker’s%model%which%created%a%useful%matrix%to%study%
solos%from%the%popular%music%genre.% This%is%what%I%will%refer%to%as%my%‘Adapted%Baker%
Model’%for%popular%music%soloing.%
Adding%a%qualitative%section%to%the%model%analysis%sheet%allowed%Gridley%and%Brackett’s%
analysis%method%to%play%a%role%in%this%section%of%the%study.%Although%Baker’s%analysis%
model%permits%‘general%comments’,%this%study%requires%the%use%of%descriptive%language%
when%discussing%the%variety%of%timbres%or%associations%the%saxophone%can%achieve%in%
performance.%Noting% lyrical%or%subject%associations%as% they%pertained%to% the%soloing%
manner%was% also% required% so% it% could% be% queried% at% the% later% interview% stage.% The%
inclusion%of% this%approach% is%a%necessity%when%studying%popular%music%owing% to% its%
consistently%emotional%content.%An%example%of%the%Adapted%Baker%analysis%model%for%
use%on%a%popular%music%sax%solo%is%found%below%(Figure%3.3).%
%
%
%
%
%
%
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Recording%Artist:%Rod%Stewart%
Title%of%composition:%Some%Guys%Have%All%The%Luck%
Album%(where%relevant):%Camouflage%
Recording%Company:%Warner%Bros.%#15%US,%#10%UK%
Date:%1984%
Saxophonist:%Gary%Herbig%
Saxophone%(SATB):%Alto%%
%
Genre:%(ballad,%upGtempo%etc)%(using%Moore’s%definitions):%%
SubGgenre%of%popular%music:%Pop.%
%
Tempo:%128%bpm%
Key:%D%
%
Placement%of%solo%within%song:%(intro,%middle%feature,%key%change,%behind%chorus,%outro):%
Bridge%
Solo%length%(excluding%pickups):%16%bars%(+%pickup)%Start%is%2:26%of%4:33%in%total%
%
Influences/overtone%of%saxophone%solo:%(marked)%
Growling% % Riff%like%%
Purring% % Bluesy%
Jazz%(bebop)% % Sophisticated%%
Animal%% % folk%like%
Wide%expressively%%% Narrow%expressively%%
Bright% % % Reiterative%%
%
Tessitura:%All%upper%range%of%sax,%entire%lowest%octave%of%sax%omitted%%
Scale%preferences:% % Major% % Blues%(some%use%of%b5)%
% % % % Pentatonic%% Chromatic% %
% % % % Minor% % Lydian%Dominant% % %
% % % % Other%(specify):_____G#m%Pent,%___(small%use%of%2nd)_%
Prevailing%Scale%patterns:%
Recurrent%patterns:%% % %%%%%%%%%%%%Melodic%patterns%(repeated%and%developed)_%
% % %%%%%%%%%%%%Rhythmic%patterns%% Turnbacks%
II%V7%% % Cycles%
%
PERFORMANCE%PRACTICE%
Developmental%techniques:%simple%to%complex%%
% %%%%%%%%%complex%to%simple%
%
Single%Climax%
Many%Climaxes%(at%least%two,%one%as%a%high%note%ending)%
Climax%at%end%of%solo%%
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%
Vertical%
Horizontal%
%
Chord%referential%(a%little,%A#%only%used%over%F#7%chord)%
Thematic%referential%
%
Connection%to%lyrics:%None%shown%
Saxophone%mentioned%verbally%(“blow…..”):%No%
%
General%comments:%Bridge.%Repetition%of%bars%10G11%and%16G17%could%be%deliberate%or%%%%%%%
artificially%constructed%by%producer.%
%
Figure(3.3:%Example%of%Adapted%Baker%Analysis%Model%Applied%to%Saxophone%Solos%
Keith%Goddard%(1993)%studied%scalic%language%in%relation%to%both%the%chordal%harmony%
over%which%it%is%played%and%the%general%key%of%the%piece%in%his%research%on%the%playing%
of%David%Sanborn.%As%Sanborn%is%such%an%established%voice%playing%the%saxophone%in%
popular%music% it%was%of% interest% to%see% if%other%performers%emulated%his%sound%and%
methods.%Chord%symbols%were%used%on%all%transcriptions%for%study.%
Goddard’s% analysis% method% for% scrutinising% busyness,% or% ‘density% of% attack’% was%
deemed%to%some%extent%inappropriate%to%many,%but%not%all%aspects%of%this%study.%He%
uses%it%as%a%tool%for%comparing%solos%that%are%blues%or%nonGblues%music%and%although%
changes%in%improvisatory%approach%between%jazz%and%popular%music%are%discussed%in%
this% thesis,% my% primarily% focus% is% on% popular% music% rather% than% on% providing% a%
comparison%between%two%musical%genres.%Goddard’s%mapping%of%solo%peaks%is%more%
relevant% to% studying% saxophone% solos% in% popular%music% so% documenting%where% the%
highest%notes%of%solos% lie%was%also%added% to% the%adapted%solo%analysis%model.%His%
density%of%attack%analysis%method%to%study%the%busyness%of%soloists%could%also%be%used%
for% identifying% differences% in% approach% between% individual% saxophonists.% In% short%
saxophone%solos%on%popular%music% recordings%busyness% is%apparent% to% the% listener%
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without%requiring%the%diligence%of%Goddard’s%method.%Areas%of%interest,%either%found%in%
the%literature%or%discovered%through%my%own%composite%analytical%methodology,%were%
noted%and%included%as%part%of%the%interview%process.%
A%quantitative%document% (Appendix%B)%was%created% from%a%sample%of%one%hundred%
solos% which% catalogued% timings% with% respect% to% each% recording’s% duration,% the%
placement%of% the%solo%within%each%recording,%and%an% indication%of%which%part%of% the%%
form% (verse,% chorus,% bridge% etc.)% the% solo% occurs% in.% Although% many% modern%
quantitative% studies% rely% upon% a% randomisation% in% the% design,% this% selection% of% one%
hundred%solos%favoured%solos%by%the%interviewees,%and%the%solos%of%other%saxophonists%
mentioned%as%key%figures%during%interviews%were%added%to%complete%the%total%set.%The%
selection%was%not%made%by%choosing%which%solos%charted%highest,%nor%was%it%a%random%
collection% from%any%of% the%charting% recordings% to% feature%saxophone%solos% from% the%
period%of%this%study.%
From%this%document%the%average%percentage%of%where%a%saxophone%solo%occurs%within%
a%recording%can%be%ascertained.%The% timings%of% the%solos%within% the%recording%have%
been% documented,% including% which% section,% structurally% speaking,% the% solo% has%
occurred,% e.g.% verse,% bridge,% chorus.%Where% the% different% sections% of% a% recording’s%
structure%are%not%defined%by%harmonic%progressions%a%solo%placed%over%similar%backing%
material%is%simply%marked%‘groove’.%The%manner%in%which%the%solos%start%and%conclude%
has%been%noted,%as%has%the%section%of%the%recording’s%form%that%precedes%and%follows%
a%solo.%In%this%way%one%can%observe%any%correlation%between%the%material%in%the%solo%
improvisation%and%the%solo’s%position%in%the%larger%form.%
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In% the% cases% where% multiple% solos% occur% in% a% recording,% the% individual% solos% are%
considered%as%separate%pieces%of%data,%as%the%musical%language%or%clichés%employed%
may%differ%from%the%other%examples%within%the%recording.%For%example,%Carole%King’s%
‘Jazzman’% contains% three% separate% Tom% Scott% tenor% saxophone% solos% so% they% are%
counted%as%three%entries%within%the%set%of%one%hundred.%
All%recordings%were%opened%in%the%program%Transcribe!,%where%a%visual%wave%file%for%
each% recording% can% be% viewed.% A%marker% was% placed%where% the% solos% began% and%
concluded% to%provide%accurate% representations%of% the%duration.%The%duration%of% the%
recording%and%the%time%of%the%saxophone’s%entry%and%exit%were%rounded%to%the%nearest%
second,% so% there% is% some% statistical% variance% from% the% exact% timings,% however% this%
disparity%has%negligible%impact%on%the%data.%Identifying%which%part%of%a%recording’s%form%
a%solo% is%placed%over% is% relatively%simple.% In% this%study% the%harmony%has%also%been%
identified%and%classified%by%the%author.%The%solo%clichés%discussed%in%the%table%found%in%
Appendix%B%only%refer%to%the%solo%openings%and%endings%and%other%soloing%language%
clichés%are%not%discussed.%%
The%assembled%quantitative%document%charting%the%placement%of%saxophone%solos%was%
analysed%using%standard%statistical%means%to%ascertain%average%solo% length%and%the%
percentage%of% the% recording% to%have%occurred%when% the%solo%begins.% Incidences%of%
solos%over%different%parts%of%a%recording’s%form%(verse,%chorus%etc.)%were%counted%to%
identify% common% trends.% Reusable% language% motifs% were% also% studied% against%
recording%form%using%to%identify%links%and%trends%in%the%placement%of%their%appearance%
(Appendix%B).%
%
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Interviews%
To%decide%upon%which%players%to%interview,%Laughter’s%‘The%History%of%“Top%40”%
Saxophone% Solos% 1955G2013’% document% (2015)% was% analysed% as% a% starting% point.%
Although%this%produced%some%expected%names,%other%likely%candidates%were%absent.%
By%supplementing%Laughter's% list%with%extensive%online%databases%such%as%Allmusic%
(https://www.allmusic.com)% and% Discogs% (https://www.discogs.com),% a% selection% of%
ideal% interviewees% was% established.% Upon% further% investigation,% certain% renowned%
saxophonists%initially%desired%for%interview,%such%as%Chris%Hunter%and%Dan%Higgins,%did%
not%appear%to%have%fulfilled%the%criteria%of%performances%on%charting%singles%from%1972G
1995%in%the%US,%UK%and/or%Australia.%However,%the%decision%was%made%to%include%them%
and%not% take% too%rigid%an%approach% in% the%research%rather% than% the%accumulation%of%
knowledge.%%
Once%ethics%approval%had%been%ratified,%attempts%were%made%to%contact%approximately%
twenty% saxophonists.% Some% key% solo% contributors,% such% as% Michael% Brecker% and%
Clarence% Clemons,% are% no% longer% alive% so% secondary% source% materials% such% as%
newspaper%or%magazine%interviews%have%been%consulted%to%gain%their%perspectives.%An%
interview%tour%was%undertaken%in%late%October%and%early%November%2015,%taking%in%the%
major% musical% centres% of% Los% Angeles,% New% York% and% the% UK.% An% interview% with%
Australian%saxophonist%James%Valentine%took%place%in%Sydney%on%January%28th,%2016.(
There% are% plenty% of% occasions% where% the% identity% of% the% performer% on% a% particular%
recording%has%been%lost%or%is%open%to%conjecture.%Some%interviewees%described%very%
informal%lastGminute%bookings%or%disorganised%sessions%(Watts,%2015d%Valentine,%2016)%
and%Laughter’s%‘History%of%Top%40%Sax%Solos’%document%(2014)%clearly%displays%many%
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recordings% in%which%the%saxophone%credit% is%not%known%or%subject% to%debate.% It%was%
revealed% that% some% saxophonists%were%working% two% sessions% per% day,% five% days% a%
week,%for%more%than%ten%years%(Watts,%2015)%thus%it%is%inevitable%memories%for%some%
performers%blended%over% time.%With% twenty%plus%years% to%have%passed%between%the%
time%period%being%studied%and% the% interviews% it% is% likely% there%will%be%some% fallibility%
within%the%interview%data%and%a%level%of%flexibility%is%permitted%in%the%results.%
Although%there%is%an%urban%legend1%regarding%the%playing%manner%of%saxophonist%Chris%
Hunter,%he%did%not%figure%within%Laughter’s%research%and%only%with%further%investigation%
did% it%emerge% that% there%are%multiple%charting%recordings%on%which%he%played%solos.%
Dan%Higgins,%a%key%Los%Angeles%saxophone%and%woodwind%player,%also%did%not%appear%
to%have%played%solos%on%many%charting%single%releases,%yet%he%is%one%of%the%world’s%
most% heard% saxophone% players% owing% to% his% extensive% career% of% session% work% in%
popular%music,%film%and%television.%His%solo%on%a%cover%featured%in%an%early%season%of%
The%Simpsons%(Bleeding%Gums%Murphy's%rendition%of%Carole%King's%‘Jazzman')%would%
likely%have%been%heard%more%around%the%world%than%many%of%the%popular%music%entries%
studied%elsewhere%in%this%thesis.%There%are%also%many%examples%of%solos%played%on%
album%tracks%such%as%Michael%Bublé's%cover%of%‘Quando,%Quando,%Quando’%or%singles%
that%narrowly%missed%inclusion%in%the%Top%40%ranking%such%as%Deniece%Williams'%‘I%Can't%
Wait’.% Higgins’% position% as% a% renowned% leading% session% musician% in% Los% Angeles%
working%with%such%a%veritable%‘who's%who'%of%producers%and%artists%made%his%insights%
too%valuable%not%to%approach%him.%%
                                                
1%Chris%Hunter,%growing%up%in%London,%without%effects%added%to%his%sound%learnt%to%sound%like%David%
Sanborn’s%recordings%post%production.%Later,%Hunter%moved%to%New%York%and%was%booked%to%sit%next%
to%Sanborn%on%various%engagements%where%he%discovered%they%sounded%very%dissimilar%live.%
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Lenny%Pickett,%saxophone%royalty%as%a%member%of%the%renowned%Tower%of%Power%horn%
section%and%now%music%director%of%US%TV%show%‘Saturday%Night%Live’%has%recorded%and%
toured%with%pop%stars%including%David%Bowie,%Elton%John%and%Lenny%Kravitz.%Only%one%
charting%recording,%‘The%Bitch%is%Back’,%was%found%to%feature%Pickett%during%the%period%
of%this%study%but%his%vast%experience%recording%solos%to%feature%on%album%tracks%and%
touring%with%bands%make%him%an% invaluable%contributor% to% this% research.%One%of%his%
bestGknown%solos%in%popular%music%is%on%Katy%Perry’s%2013%release%‘Last%Friday%Night’.%
Although%this%track%falls%outside%the%dates%on%which%this%research%is%focused,%it%seeks%
to%represent%music%from%the%1980s.%This%can%be%clearly%in%the%music%video%reflecting%
1980s%high%school%films%containing%many%celebrity%cameos%(including%Kenny%G%miming%
Pickett’s%solo)%and%showing%Perry%and%other%actors%dressed%in%80s%fashion.%
A% list% was% constructed% (Appendix%C)% outlining% the% recordings% on%which% saxophone%
players% performed.% This% was% constructed% from% three% sources:% Laughter's% list,%
www.discogs.com% and% www.allmusic.com.% In% no% way% is% it% deemed% to% be%
comprehensive%as%weaknesses%exist% in%the%sources%from%which%this%has%been%built.%
These% recordings% were% taken% as% a% starting% point% and% were% mentioned% in% the%
introductory% email% to% saxophonists% approached% for% interview.% In% his% replies% John%
Helliwell%chose%to%mention%other%successful%solos%he%had%played%and%Andy%Hamilton%
wrote%that%he%did,%in%fact,%not%play%one%of%the%solos%listed.%For%some%performers,%further%
charting%recordings%were%identified%following%further%research,%so%the%cross%section%of%
transcribed%solos%analysed%and%discussed%at%interview%was%greater%than%what%is%shown%
in%the%Sax%Player%and%Solos%list%found%in%Appendix%C.%
To%enable%credibility%all%contact%was%made%through%formal%university%channels,%so%all%
saxophonists%were%approached%by%email%with%an%official%letter,%sample%questions%and%
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information% regarding% the%ethics%procedure%and%project.%A% copy%of% this% introductory%
email%and%its%attachments%can%be%found%in%Appendix%F.%My%undergraduate%saxophone%
professor,% Andy%Scott% of% the%Royal%Northern%College% of%Music% in%Manchester,%UK,%
graciously%passed%on%direct%email%addresses%for%desired%interviewees%known%to%him%so%
saxophonists%could%be%contacted%directly%rather%than%sending% introductory%emails% to%
management%companies%and%record%labels.%Scott%also%suggested%further%saxophonists%
for%interview%creating%an%informed%and%useful%guide%of%network%selection%(LeCompte,%
Preissle,% &% Tesch,% 1993,% p.% 73).% Some% saxophone% players%were% very% happy% to% be%
included%and%others%provided%no%responsed%lengthy%followGups%with%some%management%
companies% led% to% nothing.% Efforts% were% also% made% to% contact% specific% key% figures%
through%the%universities%where%they%teach%or%with%which%they%have%an%association.%In%
one% case% contact% was% even% attempted% through% a%mouthpiece% sponsor% (JodyJazz).%
Laughter%was% also% contacted% by% email% and% asked% for% advice% on% contacting% certain%
desired% interviewees%who%had%not% replied.%One%saxophone%player%died%shortly%after%
contact%and%a%message%from%his%management%company%confirmed%his%passing.%Table%
3.5% lists%all% saxophonists% contacted,% their% responses,%and%which%of% their% recordings%
were%analysed%in%the%study.%
Saxophonist(
Contacted(
Response(
Beasley,%Walter% Management%responded%but%resided%in%Boston%
Davis,%Snake%(Chris)% Responded,%interviewed%in%person%29/10/15%
Ellis,%Pee%Wee% Management%informed%he%was%unavailable%
Hamilton,%Andy% Responded,%interviewed%in%person%28/10/15%
Herbig,%Gary% Responded,%interviewed%in%person%21/10/15%
Helliwell,%John% Responded,%interviewed%in%person%27/10/15%
Higgins,%Dan% Responded,%interviewed%in%person%21/10/15%
Horn,%Jim% No%response.%%
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Discovered%at%interview%with%Gary%Herbig%he%had%moved%to%Nashville%
Hunter,%Chris% Responded,%interview%in%person%25/10/15%
Lyall,%Graham%
Responded%and%said%he%had%only%played%one%solo%on%a%popular%music%
recording%–%%
‘Help’/Little%River%Band%(John%Farnham)%
Marienthal,%Eric% No%response%
Marsalis,%Branford%
Responded,%unavailable%when%in%New%York%but%offered%and%did%complete%an%
email%version%of%the%interview%received%15/3/16%
Parker,%Maceo% No%response%
Peskin,%Joel% Responded,%unavailable%when%I%was%in%Los%Angeles%
Pickett,%Lenny% Responded,%interviewed%in%person%26/10/15%
Sanborn,%David% Several%emails%with%management%but%unavailable%
Scott,%Tom%
No%response%–%NB.%Gary%Herbig%phoned%Tom%Scott%after%Herbig’s%interview%
and%said%he%was%not%interested%in%participating%
Shepherd,%Bob% Responded%months%after%research%trip%
Snitzer,%Andy% Responded,%interviewed%in%person%24/10/15%
Valentine,%James% Responded,%interviewed%in%person%29/1/16%
Watts,%Ernie% Responded,%interviewed%by%Skype%13/10/15%
Woods,%Phil%
Died%shortly%after%email%was%sentd%a%response%was%later%sent%by%his%
management%
(
Table(3.5:%Saxophonists%Contacted%for%Interview%and%Response%
Apart%from%New%York%and%Los%Angeles%the%USA%contains%a%number%of%great%musical%
centres:% Nashville,% New% Orleans% and% Chicago% to% name% but% a% few.% But% budgetary%
restrictions%and%a%tight%itinerary%restricted%my%travels%to%the%east%and%west%coast.%In%the%
UK%the%three%saxophone%players%I%interviewed%all%lived%outside%of%London%(Manchester,%
Bury%St.%Edmonds,%Lincolnshire),%although%two%mentioned%they%had%resided%there.%That%
these%musicians%choose%to%live%outside%one%of%the%world’s%great%cultural%capitals%can%
be%accorded%to%a%variety%of%reasons.%Some%had%established%professional%existences%
that%did%not%require%them%to%be%in%London%(Helliwell,%Hamilton)%and%Davis%chooses%to%
commute%to%London%as%needed.%Another%reason%is%that%saxophone%solos%on%popular%
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music%recordings%are%now%often%produced%in%a%different%manner%with%tracks%emailed%to%
performers%to%record%in%their%personal%studios.%
The%final%selection%of%eleven%interviewees%came%about%because%of%those%willing%to%give%
their%time.%One%saxophonist,%Branford%Marsalis,%was%contacted%and%offered%to%complete%
the%interview%by%email,%as%he%was%touring%during%my%interview%tour.%An%alteration%to%the%
original% ethics% procedure% was% made% in% order% to% include% him% in% the% research.% The%
interview%with%Ernie%Watts%was%conducted%via%Skype,%due%to%his%touring%commitments.%
The%majority% of% interviews%were% held% during% a% roundGtheGworld% research% trip% taking%
place% over% seventeen% days.% An% awareness% of% the% possibility% of% fatigue% on%my% part%
ensured% a% carefully% structured% systematic% approach% to% the% interview% processd one%
interview%took%place%in%Manchester%at%lunchtime%after%I%had%landed%at%7am%on%a%redG
eye%flight%from%New%York.%When%in%Los%Angeles,%one%interviewee,%Gary%Herbig,%offered%
to% ring%Tom%Scott%who%had%been%uncontactable%prior% to%my% travels,% however%Scott%
declined% to%be%part%of% the%project%due% to% the%demands%of%his%schedule.%Participants%
made% other% suggestions% for% interviewees% during% meetings,% but% after% further%
investigation% the% solos% performed% by% those% saxophonists% proved% to% be% outside% the%
research%parameters.%
Interviews%were%all%conducted%by%the%researcher%in%a%semiGformal%manner,%stating%the%
purpose%for%the%meeting%and%asking%for%a%verbal%agreement%from%the%interviewee%for%
the% researcher% to% record% and% utilise% data% collected% from% the% meeting.% This% verbal%
acceptance% is% included% on% the% recordings% of% all% the% interviews.% Interviews% lasted%
between%forty%minutes%and%two%hours%and%all%interviews%were%recorded%and%transcribed.%
To%ensure%no%data%was% lost,%all% interviews%were%recorded%doubly%using%a%Zoom%H1%
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Handy%Recorder% and%QuickTime% on% the% researcher’s% computer,% already% open%with%
notes% being% taken% and% interview% questions% available% on% screen.% This% strategy% of%
creating%a%backup%recording%was%invaluable%as%an%unexpected%flat%battery%on%the%Zoom%
Recorder%was%discovered%at%commencement%of%the%interview%with%Gary%Herbig.%%
Doubly% recording% interviews% was% also% useful% for% checking% the% accuracy% of%
transcriptions% when% the% audio% was% unclear.% Some% saxophone% players% spoke% with%
strong%accents%and%were%difficult%to%understand,%and%background%noise%was%frequently%
present%when%the%interviews%took%place%in%public%venues.%All%audio%files%(computer%and%
Zoom%Recorder)%were%copied%onto%an%external%hard%drive%in%addition%to%being%stored%
on%the%researcher's%computer%and%the%SD%card%within%the%H1%Recorder.%It%was%easy%to%
develop%a%connection%with%the%interviewees,%as%there%was%a%shared%passion%for%both%
the%saxophone%and%its%use%in%the%realm%of%popular%music,%a%seldomGdiscussed%area.%
Audio%of% the% interviews%was% transcribed%verbatim% in%written% text%using%an%academic%
transcription%service.%As% the% transcriber%was%not%a%musician%and%some% terminology%
used% by% the% interviewees% required% background% knowledge% of% the% subject% the%
transcriptions% were% then% checked% and% corrected% by% the% researcher% to% ensure% the%
highest%levels%of%accuracy.%The%interview%conducted%by%email%required%no%transcription.%
Each% saxophonist% was% emailed% a% checked% copy% of% the% written% transcription% of% his%
interview.% One% saxophonist% replied% with% a% correction% of% a% single% word% within% the%
transcription.%Another%saxophonist%was%emailed%a%query%to%one%of%his%given%answers%
requesting%clarification%of%a%point%to%which%a%response%was%received%providing%further%
explanation.%
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A% sample% of% the% interview% questions% was% presented% to% the% saxophonists% in% the%
introductory%email%sent%requesting%their%participation%in%the%project.%Some%saxophonists%
chose%to%respond%in%an%extemporaneous%manner,%responding%to%each%question%with%
whatever% came% to%mind%at% that% time%whereas%others%had%carefully% considered% their%
answers% prior% to% the% interview.% Interviewees% were% presented% with% a% printout% of%
transcriptions%of%their%solos%before%the%interview%commenced.%If%the%interviewee%was%
renowned%as%a%saxophonist% in%genres%other% than%popular%music,%such%as% jazz,% this%
printout%frequently,%but%not%always,%included%a%transcription%of%one%of%the%interviewee’s%
jazz%or%other%extended%solos%for%comparison.%
The%questions%were%divided%into%three%broad%areas:%
•% the%interviewee’s%relationship%with%popular%music%
•% thoughts%on%the%inclusion%of%the%saxophone%or%themselves%on%a%record%
•% soloing%and%the%production%process%%
Each%saxophonist%was%also%asked%a%small%number%of%questions%on%the%specific%solo%
transcriptions% presented% to% them%at% the% start% of% the% interview.% The% list% of% standard%
interview%questions%and%an%example%of%the%specific%recording%questions%given%in%the%
email%interview%with%Branford%Marsalis%can%be%found%in%Appendix%E.%
Querying%whether%any%solos%played%by%the%interviewees%had%been%missed%as%part%of%
this%research%(Question%40)%helped%overcome%issues%in%ascertaining%an%accurate%and%
comprehensive%list%of%charting%saxophone%solos%and%further%developed%the%pool%of%data%
for% analysis.% The% flexible% nature% of% data% collection% allowed% these% extra% solos% to% be%
subsequently%transcribed,%analysed%and%included%in%the%research.%
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Interviews%were%conducted%in%a%professional,%yet%informal%fashion%similar%in%the%manner%
of%a%semiGstructured% interview.%Although% this% is%neither%a% formal%closed%enquiry%nor%
open% conversation% the% format% possesses% both% functionality% and% flexibility% (Kvale% &%
Brinkmann,%2009,%p.%27).%Although%a%clear%structure%was%set%out,%flexibility%was%allowed%
during%the%interview%process%so%that%questions%to%which%responses%had%already%been%
given% as% part% of% other% answers% were% not% repeated.% Previously% stated% responses%
sometimes%formed%part%of%an%extended%answer%to%another%question%whereas%others%
came%from%some%saxophonists%having%prepared%responses%from%reading%the%sample%
questions%before%the%interview.%Being%faceGtoGface%permitted%a%genuine%interaction%with%
the%interlocutor%and%allowed%for%further%investigation%and%clarification%of%points%raised.%
Frequently% questions% such% as% ‘how’% and% ‘why’% were% asked% following% interviewee%
responses.%The%flexible%nature%of%the%interviews%also%made%exploration%of%unexpected%
data%and%tangential%material%a%possibility,%as%per%the%suggestion%of%Strauss%and%Corbin%
(1998,%p.%%205).%%
Some% interviewees%offered% further%anecdotes%after% interviews%had% formally% finished.%
Morones%(2008)%tells%the%story%of%V.%Jeffrey%Smith’s%solo%on%Billy%Ocean’s%‘Caribbean%
Queen’,%where%Smith’s%warmGup%over%the%entire%track%was%recorded%and%this%audio%was%
sufficient%material% to%allow% the%producer% to%artificially%create%a%solo.% I% took%a%similar%
approach,% starting% the% recording% before% the% interview% questions% began% and% also%
recording%any%informal%discussion%afterwards,%as%valuable%data%might%emerge%outside%
of%the%structured%part%of%the%interview.%
Many%saxophonists%enquired%as%to%which%of%their%colleagues%had%also%taken%part%in%the%
interviews%and%what%they%had%said%in%response%to%each%question.%As%a%soloing%session%
musician,%you%are%the%only%saxophonist%present,%and%it%is%increasingly%uncommon%to%
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have%multiple%musicians%of% the%same% type% (saxophonists)%on%gigsd%opportunities% for%
saxophonists%to%compare%approaches%are%uncommon.%%
The%openGended%nature%of%many%of%the%interview%questions%allowed%saxophonists%to%
deliver% “prolonged% and% focused”% information% about% what% was% significant% to% them%
(Harwell,%2011,%p.%174).%The%use%of%an%interview%guide%(document%of%questions)%allowed%
the%interviewee%to%direct%the%discussion%wherever%he%chose%whilst%the%researcher%could%
track%that%all%questions%received%responses.%
Interviewing% the% saxophonists% oneGonGone%was% an% ideal%method% of% qualitative% data%
collection%because%interviews%“can%provide%a%greater%depth%of%data”%(Fontana%&%Frey,%
2005,% p.% 702)% than% other% types% of% dataGgathering% such% as% questionnaires.% With%
interviewees%spread%around%the%world%with%busy%schedules%a%focus%group%approach%
would%not%have%been%possible.%The%interviews%were%conducted%at%places%suggested%by%
the% saxophonists% willing% to% make% themselves% available% to% make% the% process% as%
convenient%as%possible%for% them.%Several% interviews%took%place% in%the%homes%of% the%
interviewees%and%other%involved%meeting%in%coffee%shops%or%restaurants.%It%was%deemed%
best%to%interview%in%person%rather%than%using%Skype%or%similar%online%communication%
programs%as%a%greater% rapport% could%be%established.% It%also%showed% respect% to% the%
interviewee%that%the%researcher%was%willing%to%travel.%This%helped%elicit%‘off%the%record’%
responses%and%stories%not%directly%influencing%the%topic.%%
An%email% version%of% the% interview%was%not% ideal%because% the% interviewee%could%not%
easily%be%questioned%further%or%asked%for%clarification%on%specific%points.%Furthermore,%
tone%of%voice%can%be%ambiguous%in%the%written%word%and%although%sarcasm%might%not%
be% expected% it% can% never% be% discounted% from% any% professional%musician!% Branford%
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Marsalis%was%the%only%email%interview%included%due%in%part%to%his%fame%as%much%for%his%
experience.%
A%considerable%amount%of%data%was%gathered%from%the%eleven%interviews.%It%was%coded%
by%the%researcher%to%provide%a%salient%discussion%of%subjects%within%the%thesis%and%avoid%
a%potentially%monotonous%case%study%approach.%A%coding%system%was%formulated%using%
the%‘constant%comparative%method’%as%outlined%by%Glaser%(1969,%p.%220%as%cited%in%Flick%
2002,%p.%231)%where% interview%questions%and% responses%were%matched% to%a% format%
breakdown%of%the%three%research%questions%(Table%3.6).%As%each%of%these%constituent%
subjects%was%discussed%data%from%all%eleven%interviews%could%be%easily%drawn%upon%for%
comparison.% Some% data% from% the% interviews% was% deemed% superfluous% following%
coding,%however%it%was%only%a%small%fraction%of%interview%data.%Also,%some%interview%
data%was%relevant%to%more%than%one%coded%topic%so%it%was%utilised%in%multiple%locations.%%
CODING(ORGANISATION(
What(is(the(performance(practice(of(saxophone(soloing(in(popular(music(from(1972*1995?(
1.1% When%was%part%recorded?%(timeline)%
1.2% Number%of%takes/composition%process%
1.3% What%material%is%elected%for%record?%(whole%take/sections)%
Who%makes%the%decision?%
What%are%the%performer’s%feelings%on%this?%
1.4% Importance%of%improvisation%
1.5% Information%given%to%saxophonist%before%session%
Information%given%to%saxophonist%during%session%
1.6% Type%of%saxophone%used%
Whose%choice?%Why?%
1.7% Are%any%changes%made%to%the%setup%of%the%performer’s%instrument?%%
1.8% Recording%requests%given%by%saxophonists%(audio)%
1.9% Is%there%any%impact%on%soloing%process%made%by%the%songs%meaning/lyrics?%
What(are(key(features(of(the(saxophone(solo(in(popular(music(1972(*(1995?(
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2.1% Range%of%instrument%used%
2.2% Placement%of%solo%within%a%track%
2.3% What%melodic%language%is%required%for%a%solo?%
2.4% Vocal%imitation%
2.5% Level%of%virtuosity%required%
2.6% Blues%references%
2.7% Shape%(possible%hypothesis%to%Sting%quote)%
2.8% Catalogue%of%reused%melodic%devices%
2.8.1% Melodic%iteration%
2.8.2% Improvised%material%reiteration%
2.8.3% Rising%scale%opening%(including%opening%3D)%
2.8.4% High%note%ending%
2.8.5% FallGaway%ending%
2.8.6% Passing/avoiding%the%note%of%the%vocalist's%entry%
2.8.7% Smooth/short%note%articulation%pattern%(Motown%phrasing)%
2.8.8% Grace%note%usage%
2.8.9% Playful%rhythmic%patterns%
2.8.10% Scotch%snap%
2.8.11% Timbral%effects%
2.9% Most%important%aspect%of%solo%
How(does(studying(saxophone(solos(inform(our(understanding(of(popular(music(1972*
1995?(
3.1% Opinion%on%popular%music%
3.2% Opinions%on%the%role%of%different%saxophonesd%what%does%the%saxophone%bring%to%a%record?%
3.3% Awareness%of%stereotypes%
%
Table(3.6:%Coding%Organisation%
(
(
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Ethics,(Validity(and(Participant(Consent(
Approval% for% conducting% audioGrecorded% interviews% was% granted% through%
Western%Sydney%University’s%Human%Research%Ethics%Committee.%The%ethics%approval%
number% is% H10970.% All% participants% were% notified% that% their% identities% would% not% be%
confidential%in%this%thesis.%All%participants%were%able%to%withdraw%from%the%study%at%any%
time.%All%data%files%were%stored%privately%on%my%computer%and%external%hardGdrives%in%
agreement%with%the%Australian%National%Ethics%Board%regulations.%
The% validity% of% this% study% has% real% integrity% because% results% of% the%mixed%methods%
approach% used%were% triangulated% (Harwell,% 2009,% p.% 152)% where% possible% between%
literature,%transcriptions%of%the%solos%and%questions%asked%during%the%interviews.%These%
multiple%data%sources%were%collected%from%four%different%locations:%Los%Angeles,%New%
York,% UK% and% Australia.% The% selection% of% eleven% saxophonists% in% these% disparate%
locations%provides%strength% to% the%data%collected,%as% it% is% representative%of%different%
labels,%producers%and%locations.%
Although%the%lack%of%standardisation%in%the%recording%process%is%established,%the%aim%
of%this%research%is%to%produce%findings%that%are%replicable,%even%if%a%different%set%of%solos%
and% saxophonists% were% utilised.% This% expectation% assumes% that% although% different%
saxophonists%perform%solos% in%different%manners,% there% is%a%set%of% requirements% for%
creating%a%product%that%is%apt%for%inclusion%on%a%professional%popular%music%record.%The%
credibility% of% results% is% also% shown% in% the% reasoning% here% demonstrated% behind%
methodological%choices%made%in%constructing%a%thesis,%one%which%examines%several%
areas%of%understanding%the%role%of%the%saxophone%solo.%These%links%are%made%explicit%
 
 
96 
in%the%flowchart%shown%in%Figure%3.2%earlier%in%this%chapter%and%broken%down%are%easy%
to%understand%for%the%reader.%
During%the%years%of%writing%and%researching%this%thesis,%I%presented%conference%papers%
on% early% iterations% of% various% elements% of% this% research% so% that% feedback% could% be%
received%and%incorporated.%Papers%were%presented%at%Western%Sydney%University%and%
Central% Queensland% University,% to% the% Australian% International% Association% for% the%
Study%of%Popular%Music%(IASPM)%conference%and%at%a%saxophoneGoriented%conference%
to%mark%the%bicentenary%of%the%saxophone’s%inventor,%Adolphe%Sax%in%Brussels.%%
%
%
%
%
%
%
%
%
%
%
%
%
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CHAPTER(4:(DEVELOPMENT(AND(CREATION(OF(SOLOS(
“you%have%all%this%technology%to%play%with,%you%might%as%well%use%it%(Pickett,%2015)%
This% chapter% examines% the% studio% processes% used% in% the% construction% and%
creation% of% saxophone% solos% for% popular% music% recordings.% It% also% considers% the%
information% the% performer% receives% during% the% recording% process% as% well% as% the%
performer’s%musical%approach%to%creating%solos.%In%the%following%four%chapters,%citations%
refer%to%interview%transcripts%of%the%eleven%saxophonists%featured%in%this%thesis,%unless%
where%marked%as%being%from%the%reviewed%literature.(
(
Studio(Processes(
When%are%Saxophone%Solos%Recorded?%
When%saxophone%solos%occur%in%popular%music%recordings%they%are%usually%the%
final% overdub% recorded% (Hamilton,% 2015d%Pickett,% 2015d%Watts,% 2015d%Snitzer,% 2015d%
Herbig,%2015).%Lenny%Pickett%explained%the%reason%for%this:%%
Overdubbing%is%normal%for%that%kind%of%thing.%Usually%the%rhythm%section%stuff,%they%
take%quite%a%long%time,%you%know,%selecting%the%takes%and%they%often%edit%between%
takes%and%things%like%that.%So%trying%to%put%a%solo%on%something%that’s%going%to%be%
edited%and,%you%know%it’s%a%little%difficult%(2015).%
This%method%differs%from%the%majority%of% jazz%projects%where%the%whole%ensemble% is%
usually%present%(Hunter,%2015).%%
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On% occasion% saxophonists% may% be% called% in% a% little% early% to% record% due% to% their%
availability%or%that%of%other% instrumentalists%(Davis,%2015).%In%such%cases%performers%
can%struggle%to%construct%an%effective%solo%on%an%incomplete%recording%(ibid.d%Snitzer,%
2015).% It% is% important% a% vocal% is% recorded% before% the% saxophone% so,% if% required,%
performers%can%play%fills%around% it% to%complement% their%solo%(Herbig,%2015d%Higgins,%
2015d%Davis,%2015).%This%may%be%a%guide%vocal% rather% than% the% final%vocal% (Pickett,%
2015).%If%the%vocal%is%absent%from%the%track,%Davis%explains%that%it%may%be%because%
sometimes%the%producer%and/or%the%artist%like%the%vocal%to%be%the%last%thing%to%go%
on% because% then% they’ve% got% the%most% to% vibe% to.% And% it’s% sometimes% because%
they’ve%had%a%few%goes%and%not%quite%got%it%right%and%they%don’t%want%people%to%hear%
their%earlier%attempts%(Davis,%2015).%%
However,%Davis%states%that%from%1972G1995%it%was%more%common%to%be%asked%to%solo%
over%tracks%without%vocals.%He%would%then%say%to%the%producer%or%artist,%“Listen,%sing%it,%
even%just%sing%it%live%and%don’t%record%it,%but%just%so%that%I’ve%got%some%more%meat%and%
potatoes%to%go%at.”%It%also%provided%“meaning%and%the%sense%and%the%sentiment%of%the%
song”%(ibid.).%%
There%were%occasions%when%saxophonists%recorded%solos%with%a%live%band%rather%than%
overdubbing,%but%these%were%very%rare%(Watts,%2015d%Pickett,%2015).%When%a%member%
of%the%band%Absent%Friends,%James%Valentine%describes%recording%solos%live%with%the%
whole%band.%He%explained%the%rationale%as%making%use%of%facilities:%
It%was%a%reflection%of%the%timed%we%were%so%infatuated%with%this%thing,%we%could%do%
this,%that%we%had%these%rooms%where%they%suddenly%built,%you%know,%three%booths%
and%the%drums%were%over%there,%that%we%used%them%(Valentine,%2016).%
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However,%Valentine%did%stipulate%that%“everyone%always%came%back%and%did%stuff%again’”%
using%overdubs%(ibid.).%Valentine%was%a%‘full’%member%of%the%group%Absent%Friends%and%
therefore% more% involved% in% the% creative% process% that% he% was% with% his% other% main%
association,% The% Models,% with% whom% he% was% only% ever% a% sideman.% He% described%
overdubbing%as%standard%practice%in%his%session%career.%John%Helliwell,%a%member%of%
Supertramp,%described%differences%in%the%process%as%a%band%member%as%opposed%to%
being%a%session%musician:%
In%the%recording%process%for%making%a%Supertramp%album,%we%took%ages,%months%
in%the%studiod%we’d%spend%a%week%getting%drum%sounds%for%Breakfast%in%America%for%
example.%And%then%we%spent%several%weeks%doing%backing%tracks.%.%.%%if%there%was%
a%solo%coming%in%like%‘The%Logical%Song’,%then%I%would%play%the%solo%with%the%backing%
track.%And%we%might%do%twenty%backing%tracks%over%a%course%of%a%few%days%or%a%
week.%And% then%every%night%we%would% think,%well,%we’ll% take% these% three%or% four%
home%to%listen%to%without%listening%to%the%saxophone%or%the%vocal%or%anything,%just%
to% listen%to%the%pure% instrumentation%of% the%ones%we%were%trying%to%capture.%And%
then%we’d%come%back%the%next%day%and%say,%“Well,%I%like%track%A.”%%And%somebody%
else%would%say,%“I%like%track%B.”%%And%we’d%come%to%some%consensus%over%the%week%
and%pick%the%backing%track%that%we%liked.%So%that’s%the%one%we’re%going%to%go%with%
for%all%the%overdubs%(2015).%
For% session% musicians,% recording% the% saxophone% overdub% last% has% mostly% been%
standard%practice%from%1972%up%to%the%present%day.%Variations%in%practice%are%evident%
when%saxophonists%are%recognised%band%members%but%overdubbing%also%tends%to%play%
a%role%in%those%scenarios.%%
!
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Solo%Construction%
Recording%a%saxophone%solo%is%generally%a%relatively%short%job%(a%solitary%threeG
hour%call).%Having%worked%in%both%London%and%New%York,%Chris%Hunter%(2015)%heard%
stories%of%people%taking%weeks%to%record%solos%when%“immense%budgets”%were%involved%
in%popular%music%production,%however,%he%would%generally%record%a%solo%in%one%morning%
session.%Valentine%(2016)%said,%“it%was%rare%to%be%longer%than%about%half%an%hour,%that%
sort%of%thing,%like%eight%takes.”%%
There%is%a%lack%of%standardisation%in%the%recording%process%(Watts,%2015:%Davis,%2015).%
Ernie%Watts%said:%
And%then%sometimes%you'd%go%in,%and%it's%the%track,%and%you%play%with%the%track,%
and% they% just%want%you% to%play,%and%you%play.%And% that's%spontaneous,%and%you%
play%your%solo,%you%might%play%on%a%theme,%you%might%play%some%other%sections.%
And%then%on%situations%like%that%for%various%people%what%I%would%do%is%I%would%do%
three%complete%takes%for% them%that% I%was%happy%with.%And%then%they%would%take%
them,%and%they%would%do%composites,%they%would%do%a%composite%solo.%%Or%some%
people%would%like%the%solo%all%the%way%through.%(2015)%
Ernie%Watts%and%Gary%Herbig,%both%working%in%Los%Angeles%at%similar%times,%described%
providing%a%set%number%of%takes.%Watts%described%creating%three%complete%takes%with%
which%he%was%happy%that%producers%could%use%as%they%desired%(ibid.).%Herbig%would%
provide% four% takes% unless% the% producer%was% unsure%which% type% of% saxophone%was%
required,% in% which% case% he% would% record% four% takes% on% each% differently% sized%
saxophone%(2015).%In%addition%to%a%solo,%some%sessions%would%require%the%recording%of%
an%introduction%and%a%fade%(Watts,%2015).%When%the%music%was%“more%heavily%grooveG
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oriented%R&B,%[Watts]%would%[solo%over]%the%whole%track”%(2015)%instead%of%just%the%solo%
section.%Davis%(2015)%favours%this%method%because%it%allows%him%to%feel%like%he%“is%part%
of%the%band,%not%a%session%player%brought%in%to%read%a%sixteen%bar%solo.”%
A%different%approach%is%employed%by%Snitzer.%He%creates%solos%composing%a%phrase%or%
two%at%a% time,%records%those%phrases,%and%then%composes%and%records%subsequent%
phrases.%He%believes%his%ability%to%punch%in%and%sound%like%the%same%take%is%one%of%his%
greatest%talents%(2015).%Describing%this%process%as%‘crafting%a%solo’,%he%has%used%this%
approach% consistently% throughout% his% career% as% he% feels% that% when% improvising,%
memorable%things%
…rarely%come%out%in%one%blast.%You%get%two%or%three%licksd%you%get%a%start,%you've%
got%some%awesome%start.%But%then%the%third%phrase%kind%of%fell%apart,%and%then%we%
punch%in%there.%Punch%in%there%and%carry%on.%That's%another%thing,%so%I%was%very%
good%at%coming%in,%sounding%seamless,%like%spatial%mathematical%kind%of%stuff,%like%
remembering%where%to%come%in%and%what%kind%of%phrase%has%to%connect%to%the%choir%
and%go%forward,%that%kind%of%thing%(ibid.).%%
Other%saxophonists%interviewed%operated%somewhere%between%the%two%approaches%of%
Snitzer%and%Herbig/Watts.%It%is%common%to%get%a%good%start%and%then%use%overdubs%to%
punch%in%another%ending%(Hamilton,%2015)%or%“make%repairs”%(Hunter,%2015).%%
Helliwell%(2015)%would%record%somewhere%between%six%and%twenty%takes%for%solos%on%
Supertramp%tracks.%Rather%than%provide%a%set%number%of%takes%Higgins%(2015)%recorded%
“as% many% takes% as% [was]% necessary% to% create% the% perfect% product.”% The% process%
typically% includes% recording%more% takes% than% necessary,% even% if% a% quality% take% has%
already%been%recorded%that%will%suffice%for%the%record%(Higgins,%2015).%For%Higgins,%a%
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common% scenario% was% being% told% the% opening% was% good% and% then% to% repeat% that%
opening%in%subsequent%takes%(ibid.).%
The% process% of% constructing% a% solo% varies% between% saxophonists% in% terms% of% their%
personal%working%methods% and% those% utilised% by% different% recording% studios.% Some%
saxophonists%are%very%clear% in%dictating%what% they% feel%needs% to%be%provided% in% the%
process% of% constructing% a% solo% whilst% others% are% more% flexible% and% happy% to% take%
direction%from%the%producer.%The%processes%described%by%the%saxophonists%interviewed%
inhabited%a%broad%spectrum,%from%recording%several% takes%and% leaving%producers%to%
choose,%to%building%a%composite%solo%phraseGbyGphrase%in%the%manner%described%by%
Snitzer.%The%approach%used%may%come%down%to%personality%and%who%is%the%more%active%
leader,%the%saxophonist%or%the%producer%is%a%more%active%leader.%
These% results% confirm% the% methods% mentioned% in% the% reviewed% literature% whilst%
enhancing%the%quality%of%the%existing%data.%These%varying%approaches%could%also%be%
representative% of% a% generational% shift% towards% using% technology% to% benefit% solo%
construction.%The%younger% interviewees%born% in% the%50s%and%60s%overdub%partGway%
through% solos% (Higgins,% 2015d%Snitzer,% 2015d%Hunter,% 2015d%Davis,% 2015d%Hamilton,%
2015)%whereas%providing%full%takes%appears%more%the%modus%operandi%of%the%marginally%
older%interviewees%(Herbig,%2015d%Watts,%2015d%Helliwell,%2015).%%
%
What%Makes%the%Record?%
When% the% saxophonist% is% working% as% a% session% musician% the% producer% can%
manipulate%the%musician’s%phrases%however%they%desire.%It%was%quite%clear%from%the%
interview%process%that%session%musicians%were%given%no%final%say%on%the%product%before%
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its%release.%Helliwell%(2015)%pointed%out%when%working%as%a%member%of%Supertramp%he%
has%creative%control:%none%of%his%solos%are%released%without%his%approval.%But%that%is%
not%the%case%when%he%works%as%a%session%musician.%Snitzer%(2015)%believes%only%a%few%
saxophone% players,% such% as%David% Sanborn% or% Kenny%G,% have% enough% ‘weight’% to%
warrant%them%approving%the%final%edit%of%a%solo.%
Sometimes% saxophonists% have% worked% on% sessions% and% later% discovered% their%
recordings%are%not%used%at%all%(Herbig,%2015d%Higgins,%2015d%Snitzer,%2015d%Helliwell,%
2015).%This%can%cause%embarrassment%if%they%have%publicised%their%involvement%in%a%
celebrity’s%album%(Snitzer,%2015).%Contrastingly,%whilst%on%sessions%for%horn%parts%or%
other%material%Dan%Higgins%(2015)%and%Andy%Hamilton%(2015)%spoke%of%being%requested%
to% record% ‘placeGholding’% solos,% earmarked% for% a% celebrated% performer,% so% that%
production%can%continue%on%the%track.%Only%when%the%recording%was%released%did%they%
discover%their%solos%made%the%final%product!%
As%noted%earlier,%producers%sometimes%take%segments%from%different%takes%and%create%
a%‘composite%solo’.%This%may%occur%with%or%without%the%knowledge%of%the%performer.%All%
the%saxophonists%interviewed%had%experienced%their%takes%being%cut%and%pasted%to%form%
composite%solos.%Although%James%Valentine% (2016)%generally% recorded%his% solos% in%
whole%takes,%he%believes%it%more%common%for%saxophonists%to%have%solos%constructed%
in%a%composite%manner%than%having%a%whole%take%chosen%for%the%recording.%No%doubt%
some%producers%enjoy%the%sense%of%artistic%control%this%affords%them.%
Having%solos%cut%up%and%reconstructed%by%producers%has% long%been%an%established%
part%of%the%session%musician%existence,%even%though%some%believed%the%results%could%
be%unmusical%and%unnatural%(Snitzer,%2015d%Higgins%2015d%Pickett,%2015).%Davis%(2015)%
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commented%that%“some%guys%do%it%really%well%and%tastefully,%the%same%way%as%I%might%
do% it%myself.%And%some%butchers%do% it.”%Some%soloists%wait%around% to%observe%and%
possibly% assist% if% their% solo% is% being% artificially% constructed% (Higgins,% 2015).% Others%
believe%they%cannot%wait%around%to%observe%the%editing%(Hunter,%2015d%Snitzer,%2015),%
“because%it’s%not%the%saxophone%player’s%job,%it%is%the%producer’s%job”%(Snitzer,%2015).%
Snitzer’s% personal% method% of% constructing% solos,% however,% limits% the% ability% of%
producers%to%splice%together%something%unmusical%from%several%takes:%%
Like%my%feeling%is%that%people%involve%me%in%the%process,%you%know,%you're%part%of%
the%craft.%You're%going%to%get%a%better%result.%You're%going%to%get%the%best%of%me%in%
that%way%in%terms%of%this%kind%of%solo%if%you%let%me%put%it%together%(ibid.).%
Snitzer% believes%Steely%Dan%operated%using% this% process:% “the%best% solo% in% a%guy’s%
career%over%and%over%again%is%on%a%Steely%Dan%record”%(ibid.).%%
The%lack%of%entitlement%session%musicians%feel%over%how%the%material%they%record%is%
manipulated% by% producers% was% oft% repeated% amongst% interviewees.% Sometimes%
nothing% a% saxophonist% records% makes% the% final% release,% at% other% times% recordings%
believed%to%only%be%placeGholders%are%present%on%the%final%release.%These%findings%were%
previously%undocumented%in%the%available%literature.%
(
Information%Given%to%Saxophonists%%
Some% interviewees% laughed% when% asked% what% information% they% were% given%
regarding%the%song%or%the%session%before%turning%up.%Valentine%(2016)%said,%“often%not%
much,%[I%was]%given%the%time,%that%was%rarely%kept%to,%[the]%address….”.%%Sessions%are%
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often%called%at%short%notice%(Valentine,%2016d%Watts,%2015d%Higgins,%2015)d%Valentine%
(2016)%states%he%would%often%go%and%record%sessions%the%same%day%he%received%the%
call.%Likewise,%Higgins%(2015)%said%some%producers%(like%David%Foster)%would%simply%
ask%him% for% solos%whilst% on% sessions%with%horn% sections% for% other%projects.% Lack%of%
organisation%amongst%musicians%was%one%reason%why%performers%received%such%late%
calls%for%sessions%(Hamilton,%2015).%
When%being%booked%for%sessions%the%only%information%Helliwell%would%know%would%be%
the% identity% of% the% pop% artist% (2015)% whereas% Davis% (2015)% would% know% which%
instruments%he%required%(he%also%plays%flutes).%Davis%pointed%out%that%in%recent%years,%
with% home% recording% becoming%more% common,% he% knows% far% more% about% projects%
ahead%of%time%(see%Chapter%Eight%–%Conclusions).%Session%performers%did%not%meet%up%
with% a% band% and% play% songs% through% before% recording,% even% when% they% had%
longstanding%relationships%with%those%bands%(Davis,%2015).%
The%consensus%amongst%interviewees%was%that%they%rarely%got%to%hear%the%music%they%
were%to%solo%over%before%the%recording%session%although%there%were%rare%occasions%
when% saxophonists% received% recording% in% advance% to% prepare.% Pickett% (2015)%
described%asking%for%a%copy%of%the%music%before%the%session%or,%if%not%available,%a%copy%
of%something%the%artist%had%done%recently.%Davis%said%“quite%often%a%few%people%would%
send%the%tracks%in%advance”%but%“generally%if%[he]%was%asked%[if%he%would]%like%to%hear%
the%recordings%in%advance%[he]%would%say%no%because%[he%values]%first%takes”%(Davis,%
2015).% % If% taking% a% listen% beforehand% Is% suggested% he%would% though% because% “[he]%
think[s]%it's%a%bit%impolite,%and%a%bit%arrogantGsounding%to%say,%no,%[he]%would%rather%just%
steam%in%and%do%it."%%
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Often,%the%only%information%saxophonists%had%to%assist%themselves%they%had%to%gather%
with%their%own%ears%on%a%single% listening%before%recording%(Hamilton,%2015d%Higgins,%
2015)%or%on%occasion%even%less%as%sometimes%a%saxophonist%may%be%expected%to%solo%
on%the%first%hearing%of%a%recording%(Davis,%2015).%Most%of%the%interviewees%concurred%
that%typically%no%explanation%was%given%to%them%regarding%what%was%required%for%a%solo%
before%playing.%Watts%said%that%“sometimes%they%have%an%explanation%but%most%of%the%
time% the%explanation% is% in% the% tune,%you%hear% the% tune,%and% then%you% relate% to% that”%
(2015)d% the% intent%of% the%song% is%usually%ambient% (Pickett,%2015).%Branford%Marsalis%
elaborated%further:%
There%is%no%explanation,%nor%is%there%a%need%for%one.%I%can%hear%what%the%song%is,%
and%play% that.%When%doing%session%work,%often%producers%have%you%play%many%
takes,%so%it%looks%like%they%know%what%they're%doing.%If%they%did%know,%they%could%
tell%me%what%to%do,%and%it%would%be%done%in%one%take%(2016).%
The%norm%for%saxophonists%was%to%receive%no%written%music%for%what%they%were%to%solo%
over.%Helliwell%views%this%absence%of%information%as%a%positive:%
And%that’s%another%good%thing,%with%my%playing,%especially%with%Supertramp%and%
especially%doing%stuff%like%that%is%that%it’s%not%usually%based%on%any%music%dots%as%
we% call% it,% I% just% listen% to% it% and% react.% Key,% the% key% doesn’t% matter,% it’s% just% in%
whatever%key%it%is.%I%can't%think%of%an%example%where%they%would%come%along%and%
give%me%some%music%to%play.%It's%usually%just%by%eard%everything's%by%ear%(2015).%%
Record%producers%often%“weren’t%that%prepared%in%advance”%(Hamilton,%2015)%to%provide%
any%chart%for%performers.%Popular%music%is%assumed%to%be%“an%aural%music”%(Pickett,%
2015)%to%the%extent%that%charts%could%be%regarded%with%suspicion%by%popular%musicians,%
and%session%musicians%would%not%be%accepted%if%they%were%reading%music%(Valentine,%
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2016).%Occasionally% if%a%chart%was%provided,% it%would%be%a%"very%rough%chord%chart"%
(Pickett,%2015)%in%concert%pitch%rather%than%transposed%saxophone%pitch%(Davis,%2015d%
Hunter,%2015),%but%sometimes%a%job%might%be%for%a%"posh%arranger%who’s%got%changes%
and%everything%and%little%lines%that%he%wants”%(Davis,%2015).%If%Hunter%(2015)%prepared%
for%the%session%and%arrived%“with%a%chart%of%[his]%own%and%ideas%of%[his]%own%they%would%
almost%invariably%be%abandoned.”%%
When%given,% the%direction%provided% to%players%appears% to%vary%depending%upon% the%
location%and%reputation%of%the%player.%When%instruction%is%received%it%is%general,%“like%
directing%a%movie”%where%“they%don’t%really%get%very%specific”%(Hunter,%2015).%Hunter%%
said%producers%would% rarely%mention%any%other%specific%players% they%wished%him% to%
sound%like%because%it%is%"tactless"%and%people%can%suggest%a%"certain%kind%of%style%and%
people%know%what%you’re%talking%about%without%being%specific”%(ibid.).%This%contrasts%
with%Michael% Brecker’s% experience,% documented% in% the% literature% review% (unknown,%
1980)%of%being%requested%to%sound%like%other%people.%The%only%player%I%interviewed%who%
had%shared%a%similar%experience%was%Valentine%(in%Australia).%He%commented%that%he%
was%often%requested%to%play%more%like%somebody%else%(specifically%Clarence%Clemons).%
He%was%also%asked%to%provide%the%wellGestablished%pop%saxophone%solo%cliché%of%a%high%
note%to%end%his%solos%(Valentine,%2016).%For%Valentine,%working%in%Australia%rather%than%
the%larger%music%industry%capitals%of%New%York,%Los%Angeles%or%London,%this%may%be%
indicative%of%working%in%a%smaller%environment.%However,%Brecker%is%one%of%the%most%
renowned%saxophonists%of%all%time%and%it%is%bizarre%he%experienced%this%when%the%other%
New%York,%Los%Angeles%and%London%musicians%interviewed%had%never%received%this%
requestd%it%was%possibly%a%rogue%occurrence.%%
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Another%common%instruction%given%to%saxophonists%following%their%initial%takes%was%to%
simplifyd% playing% simple,% singable%melodies% is% an% essential% requirement% of% the% solo%
within%popular%music%(explored%in%more%detail%in%Chapter%Five).%Valentine%recalled,%“I%
remember%doing%various%sort%of%Sonny%Rollins%things%and%after%a%while,%the%producer%
[said],% ‘Can% you% just% give% me% like% a% single% note?’"% (Valentine,% 2016).% Sometimes%
producers% or% artists% (if% present)% sing% lines% they% have% pictured% in% the% track% to% the%
saxophonists% to% emulate% (Davis,% 2015d% Watts,% 2015d% Higgins,% 2015).% Higgins%
expanded:%
This%is%someone%else's%musicd%they've%been%listening%to%it%for%months.%If%they%can%
sing…%they%sing%a%lick,%send%it%to%me…%if%you've%been%hearing%it,%it's%probably%great.%
I'll%play%itd%I'll%be%glad%to%play%it.%And%I'll%sell%it,%and%maybe%improve%on%it%if%I%can.%I%
always%like%to%have%interaction%with%the%artist%if%I%can.%They%really%know%that%music%
and%I’m%way%behind%when%I%get%in%there%(2015).%
Watts%(2015)%describes%this%as%“almost%like%the%producer%[was]%playing%the%saxophone%
through%[him].”%Other%feedback%given%by%producers%includes%asking%the%saxophonist%to%
“kind% of% echo”% the% first% half% of% the% solo% in% the% second% (Davis,% 2015),% a% form% of%
simplification%designed%to%create%aural%familiarity%to%the%listener.%%
(
Presence%of%Artist%
The%presence%of%the%featured%artist%(singer)%at%the%recording%session%depends%
upon%their% level%of% involvement%with%the%composition%and%production%of%the%track.%At%
many%recording%sessions%only%the%producer%and%the%engineer%are%present%because%the%
artist%would%be%“back%on%the%road”%touring%(Watts,%2015).%When%the%artist%doubled%as%a%
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producer% or%was% "actively% involved"% (Marsalis,% 2016)% G% as%was% the% case% of%George%
Michael% for%Hamilton% (2015),%Sting%and% James%Taylor% for%Marsalis% (2016)% and%Boy%
Meets% Girl’s% George% Merrill% for% Snitzer% (2015)% G% then% the% artist’s% presence% at% the%
recording%session%was%standard.%However,% the% trend% is% that% celebrity%artists%do%not%
attend%sessions%(Snitzer,%2015).%
%
Recording%the%Saxophone%%
As%part%of%the%recording%and%mixing%process,%engineers%and%producers%may%add%
effects%to%the%sound%of%the%saxophone.%Recording%studios%are%deliberately%dry,%nonG
reverberant%spaces%that%do%not%provide%much%bloom%to%the%sound.%Adding%reverb%to%
the%sound%is%said%to%“warm%up”%the%saxophone%timbre%(Valentine,%2016).%%
All%but%one%of%the%saxophonists%expressed%a%fondness%for%some%form%of%reverb%as%part%
of%the%recording%process.%Although%as%session%musicians%they%were%not%able%to%quibble%
with%any%effects%added%to%their%sound%in%the%postGproduction%process%or%their%volume%in%
the%final%mix.%(Watts,%2015d%Hamilton,%2015)%To%perform%at%their%best,%players%wish%to%
hear% themselves% in% a% way% that% they% do% not% “feel% uncomfortable”% (Pickett,% 2015).%
Valentine%(2016)%says%he%feels%“a%bit%choked”%if%the%sound%is%too%dry%and%he%would%ask%
the%engineer%to%add%reverb.%%
Slight%variations%exist%in%the%terminology%used%by%performers%when%requesting%reverb:%
a%“nice%sweet% reverb,”% “a%nice%plate%reverb”% (Hamilton,%2015)%or% “just%a% little% reverb”%
(Pickett,%2015d%Davis,%2015d%Watts,%2015d%Helliwell,%2015),%and%“not%too%much%but%just%
enough%to%give%it%a%little%bit%of%space”%(Helliwell,%2015)%were%common%requests.%Reverb%
is%essential%
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because%otherwise%there’s%nothing%worse…%when%you%go%into%a%studio,%a%studio%is%
the%deadest%most%uninspiring%recording%place%in%the%whole%world%because%the%air%
is%just%sucked%out%of%the%room.%%And%it's%awful,%and%you%have%to%put%it%back%(Hamilton,%
2015).%%
One%should%also% “never%play%dry%because% that’s% not% how% they’re%going% to%hear% the%
record”%(Herbig,%2015).%Herbig%likes%“a%little%echo”%which%he%refers%to%and%in%a%studio%
commands% “give% me% the% Hollywood% high”% (ibid.).% However,% if% you% have% too% much%
reverb,%it%gives%a%“false%sense”%of%a%player’s%sound%(Pickett,%2015).%Additionally,%
there’s%a%proximity%effect%in%the%microphone%as%such%that%if%you%don’t%have%some%
reverb%on%it,%it%feels%like%you’re%playing%in%your%ear,%it’s%like%a%really%crazy%feeling.%%
So%having%a% little%distance%that% the,%you%know,%some%medium%length,%you%know,%
medium%decay%sort%of%reverb%chamber,%like%a%small%hall%kind%of%chamber%is%useful%
(ibid.).%
Having%a%good%headphone%mix%is%important%for%soloists%(ibid.).%Ernie%Watts%(2015)%said%
“when%[he%plays]%with%headphones%and%[he’s]%trying%to%get%a%headphone%mix,%[he%tries]%
to%make%it%sound%like%[he’s]%in%the%band.”%He%ensures%engineers%have%him%“comfortable”%
so% “it% sounds%great%when% [he% records]% it.”% If% there%are% issues%with% the% saxophone’s%
volume%relating%to%the%backing%track%saxophonists%can%push%a%headphone%slightly%off%
the%ear%to%hear%themselves%more%and%change%the%balance%(Hamilton,%2015d%Helliwell,%
2015).%In%this%regard%Watts’%modus%operandi%differs%substantially%from%Dan%Higgins.%If%
after% a% few% minutes% of% trying% to% get% a% good% sound% the% saxophone% tone% in% the%
headphones%is%still%unsatisfactory,%with%“tinny%or%cheap%reverb,”%Higgins%(2015)%said%he%
asks%for%the%saxophone%to%be%removed%from%the%headphones%altogether%as%he%will%“hear%
himself%in%the%room%a%little%bit."%%
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I%don't%want%to%be%in%the%band.%I%kinda%turn%the%volume%up,%you%know,%more%than%I%
would%do%if%I%was%tracking%or%anything%like%that%because%I%want%to%kind%of%feel%like%
the%drums%are%right%there%and%the%time%is%so%important.%And%if%I%get%in%trouble%and%I%
can't%get%a%good%solo%going,%I%kind%of%turn%up%the%headphones%a%little%bit%more%to%try%
to%psyche%and%push%me%through,%you%know,%to%where%it's%probably%not%a%healthy%
level%for%a%long%time,%but%just%for%a%minute%I'll%give%it%a%nice%crank.%And%then%yeah,%
it's%cool%(ibid.).%%%
During% recording,% the%use%of%compression%distorts% the%saxophone%sound%and%some%
performers%ask%for%it%to%be%removed%(Higgins,%2015d%Davis,%2015).%Compression%is%best%
applied% in% postGproduction% so% the% performer’s% aural% experience% correlates% to% their%
standard%performance%techniques%rather%than%reducing%their%sense%of%dynamic%range.%
Others%said%that%if%there%is%a%particular%studio%effect%added%to%the%final%saxophone%solo%
product% (such% as% delays)% it% is% good% to% know% what% the% effect% is% and% hear% it% whilst%
recording% rather% than% adding% them% later% (Snitzer,% 2015d% Valentine,% 2016).% Certain%
effects,%such%as%delays,%can%dramatically%alter%the%sound.%They%work%on%pieces%that%
have%the%"correct%ambience,"%and%selecting%the%right%effect%should%be%"contextual%from%
piece%to%piece"%(Snitzer,%2015).%Hunter%(2015)%said%he%sometimes%liked%a%flanged%sound%
although%it%is%not%evident%on%any%of%the%tracks%included%in%this%study.%After%a%session%it%
may% be% required% for% producers% to% “do% something% different% for% the% sound% [of% the%
saxophone]% to% get% through% the% production”% (Watts,% 2015).% This%may% be% the% case% if%
further%orchestration%has%been%added% to% the% recording,%so%putting% “a% lot%more% [high%
frequencies]%on%the%horn”%than%a%performer%likes%may%occur%(Watts,%2015).%%
Some%recording%engineers%are%unaware%of%how%to%best%set%up%microphones%to%record%
a%saxophone%(Hunter,%2015d%Higgins,%2015).%Sometimes,%as%mentioned%in%the%literature%
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review%(Davis,%1998,%p.%120),%they%ask%the%player%(Higgins,%2015)%but%Hunter%(2015)%
noted%“there%was%sort%of%an%old%school%way%of%recording%a%saxophone,%you’d%have%one%
mike%over%the%bell%and%another%mike%ten%feet%away”%to%“capture%the%ambience%of%the%
room.”%Hunter%(2015)%found%this%‘incredibly%arbitrary”%and%specified%the%best%way%to%set%
up%microphones%to%record%the%instrument:%
Well,%first%of%all,%it's%a%single%mike,%the%saxophone%is%best%recorded%with%one%mike%
and%it's%about%six%to%seven%inches%above%the%bell.%That's%where%the%sort%of%sound%
crystallises%except%for%the%soprano%where%I%mike%it%over%the%leftGhand%keys.%%And%
that%just%gives%you%a%very%ethereal%kind%of%much%less%reedy%sound%(Hunter,%2015).%%%
Unlike%the%other%saxophonists,%Marsalis%said%‘[he]%prefer[s]%a%dry%sound.%[He%doesn’t]%
use%electronics%as%part%of%[his]%sound’%but% like%the%other%performers%he%knows%when%
working%as%a%session%musician%‘it’s%up%to%the%producer%to%make%it%to%their%liking.’%%
(
Performer(Processes(
Creation%Method%
Whether%solos%should%be%improvised%or%not%is%an%area%of%disagreement%between%
the%interviewees.%Virtually%all%Snitzer's%solos%on%popular%music%recordings%have%been%
constructed%using%his%crafting%technique%(2015)%and%he%believes%that%solos%ought%to%be%
composed%rather%than%improvised.%%
It's%meant% to%be%composition.% It's%going% to%be%heard%over%and%over%again.% If% it's%
occupying%a%short%space%it%has%to%be%memorabled%it%has%to%be%related%to%the%song%
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and%contextual.%It%has%nothing%to%do%with%jazz%improvising.%It%has%nothing%to%do%with%
long%form,%extemporaneous%thinking,%nothing%(Snitzer,%2015).%
Valentine%said%of%his%solo%on%‘Nobody%But%You’%that%he%“would%have%regarded%[himself]%
as%a%jazz%player.%%So%the%solo%is%not%composition.”%The%boundary%between%improvisation%
and% composition% blurs,% as% Valentine% (2016)% considers% improvisation% akin% to% jazz%
soloing%with%an%amount%of% freedom%over% solo% length,%whereas%soloing% in%a%popular%
music%context%needs%to%function%in%a%certain%way.%Improvisation%techniques%are%used%
to% create% solos% but% that% is% due% to% the% background% of% saxophone% soloists% and% the%
standard%capabilities%of%those%musicians.%Valentine%(2016)%said%many%renowned%solos%
are%preGcomposed.%He%mentioned%George%Harrison’s%solos%on%Beatles%records%as%a%
salient%example.%Describing%his%solo%on%‘Nobody%But%You’,%Valentine%said:%%
It’s%improvisation.%So%even%though%I’m%saying%it’s%not%an%improvisation,%it%is%a%piece%
of%composition,%the%techniques%of%doing%it%is%basically%improvisation.%So%you%don’t%
tend%to%think%of%it%as%composition%(2016).%
Valentine% (2016)% believed% some% performers% play% the% same% solo% every% time.% He%
described%Keith%Richards%of%the%Rolling%Stones%as%an%example%of%someone%who%is%a%
soloist%but%not%an%improviser.%Instrumental%soloists%in%popular%music%playing%the%same%
solo% each% time% helps% all% performers% know% their% location% in% the% geography% of% the%
composition%(ibid.).%
In%pop%songs,%it's%a%decision%between%the%songwriter,%the%producer%and%in%fact,%you%
probably%have%very%little%to%do%with%it.%It's%not%really%an%improvisation.%It's%an%imitation%
of%an%improvisation.%It's%meant%to%sound%like%an%improvisation.%It's%a%sample.%It's%a%
sample%of%improvised%saxophone%(ibid.).%
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Other% interviewees% strongly% believe% solos% ought% to% be% improvised% (Herbig,% 2015d%
Marsalis,%2016).%Marsalis%stipulated%that%solos%
should%be%improvised.%Much%what%we%now%call%improvisation%is%hardly%that.%If%it%is%
preGcomposed,% then% it%must% sound% like% it’s%being%created% just%now,%much% like%a%
great%actor%makes%the%preGcomposed%play%his%own%(2016).%
Some%performers%such%as%Helliwell%and%Hamilton%did%not%take%such%a%strong%stance,%
however,%their%responses%implied%that%their%standard%practice%in%these%scenarios%is%to%
improvise.% Helliwell% said% his% soloing% is% ‘99%% improvised’% (2015)% but% he% has% been%
required% to% compose% different% endings% with% the% help% of% other% musicians% to%
accommodate%string%arrangements%later%added%to%recordings.%
Other% performers% place% their% soloing%more% flexibly% between% improvisation% and% preG
composition%or%have%used%different%methods%to%construct%solos.%Higgins%believed%the%
end%product%to%be%more%important%than%the%method%and%stated,%“good%is%good”%(2015).%
Producers%and%artists%often%influence%soloing%practice,%as%Watts%explains:%
It%really%depended%on%what%they%wanted,%sometimes%like%I%would%go%in%for%certain%
people%and%they%knew%exactly%what%they%wanted%and%they’d%sing%me%the%part.%%And%
then% I’d%play% the%part%and% then% I%might%play%some%fills%of%my%own.%Like% “Arthur”,%
“Arthur”% is% the% melody,% that’s% just% the% melody% of% the% tune,% that% was% Michael%
Omartian%and%that’s%what%he%needed%for%that%section%of%the%tune.%So%really%I%just%
played%the%melody%and%I%gave%it%some%of%my%personal%colour.%And%there’s%a%lot%of%
things%that%are%like%that.%Ambrosia,%they%knew%what%they%wanted,%and%they%had%a%
particular%thing%they%wanted%and%they%had%a%particular%sound.%So%I%played%my%own%
things%but%it%was%in%a%particular%…%it%was%in%that%style%to%make%it%work%(2015).%
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Davis% (2015),%who%has%used%a% range%of%methods% to%construct%solos,%said% that( “[he]%
absolutely%wouldn’t% use% the%word% ‘should’’’% regarding% improvising% solos% for% popular%
music%recordings.%He%states%that%both%improvisation%and%preGcomposition%work,%but%his%
own%favourite%solos%were%completely%“improvised%and% just%off% the%top%of% [his]%head.”%%
This%may%include%an%element%of%personal%pride%favouring%music%from%one's%self%rather%
than% playing% music% that% has% been% written% by% another% person% or% himself% before% a%
session.%He%also%mentioned%on%sessions%he%had%constructed%solos%phraseGbyGphrase,%
played%the%licks%that%were%sung%to%him%and%reGrecorded%solos%that%were%on%a%"cheesy%
sax%sound%on%a%demo”%(Davis,%2015).%%
Within% improvisation% there% were% differences% between% the% interviewees% in% how%
calculated% an% approach% they% take.% Some% simply% blow% and% see% what% comes% out%
spontaneously% (Helliwell,% 2015d% Hamilton,% 2015),% and% although% at% times%Davis% has%
written%out%material%in%preparation%for%a%session%he%prefers%“to%just%come%up%with%new%
stuff% all% the% time% and% shut% [his]% eyes% and% blow% [his]% bollocks% off”% (2015).% Other%
saxophonists% prefer% to% be%more% calculated.%Operating% in% a%middleGground%between%
premeditation%and%improvisation,%Hunter%said%
If%someone%sends%me%the%track%beforehand%and%says%take%a%solo%here,%I%always%
come%up%with%an%introductory%phrase%or%something,%an%idea%that%will%be%the%apex%
of%a%solo%in%the%middle%of%that%so%I%can%kind%of%work%towards%achieving%that%in%the%
solo.%So%if%I%can%I%like%to%have%an%element%that%I'm%sort%of%prepared%with,%you%know,%
to%kick%off%the%solo.%And%then,%you%know,%the%adrenaline%of%the%moment%and%the%just%
being%in%the%studio%and%that%kind%of%pressure%is%sufficient%energy%to%generate%the%
rest%(2015).%
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Higgins%(2015)%similarly%is%calculated%in%his%approach%and%spoke%of%trying%to%build%from%
a%first%phrase%or%idea,%an%approach%he%calls%“developing%that%first%seed.”%
If%you%just%play%a%lick%and%another%lick,%you%haven’t%given%yourself%a%little….%%So%I%
always%think%a%little%bit%more%like%a%rhythmic%motif%is%a%good%one.%It’s%something,%so%
repetitiveness%is%good%with%a%little%variation%(Higgins,%2015).%
He%suggests%the%timeGhonoured%approach%of%using%part%of%the%head%or%melody,%or%an%
answer%to%a%vocal%phrase%calling%it%the%“compositional%mode%of%strength”%(ibid.).%%
!
First%Take%Magic%%
The% saxophonists% I% interviewed% stressed% the% importance% of% freshness% in% the%
recording%process.%Several%commented%that%their%first%takes%when%recording%solos%are%
normally% the% best% (Higgins,% 2015d% Herbig,% 2015d% Davis,% 2015).% Interviewees% also%
believed%this%feeling%was%shared%by%many%session%musicians.%
The%phenomenon%of%recording%a%solo%in%a%single%take%and%it%making%the%final%release%of%
the%single%includes%Davis’%performance%on%‘A%Million%Love%Songs’%by%Take%That%(2015)%
and%Higgins’%solo%on%the%virtual%Nat%King%Cole%and%Natalie%Cole%duet%of%‘When%I%Fall%In%
Love’%(2015).%In%both%of%these%cases%the%producer,%rather%than%the%saxophonist,%made%
the%decision%that%no%more%takes%were%necessary.%Davis%(2015)%wished%to%“repair%some%
out%of%tune%bits”%but%was%not%allowed.%Although%solos%to%make%the%final%product%could%
come%out%of%him%in%as%little%as%one%take,%typically,%Higgins%(2015)%would%record%a%few%
more%takes,%and%would%never%usually%leave%a%recording%session%after%a%solitary%take.%
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First%takes%are%generally%held%in%high%regard.%If%an%engineer%misses%recording%the%first%
take%it%is%so%upsetting%to%performers%that%it%takes%time%for%the%solo%to%return%to%the%same%
quality%(Higgins,%2015).%Ensuring%recording%levels%are%correct%before%commencing%any%
takes%is%recommended%(Herbig,%2015)%as%first%takes%are%so%valued,%“because%you’re%
flying% by% the% seat% of% your% pants,% but% you’re% also% intellectualising,% so% it’s% a% great%
combination%of%the%two”%(Herbig%2015).%For%this%reason,%some%performers,%like%Herbig,%
will%not% record%until% they%are%happy%with% their%sound.%Freshness% to%a% track% is%highly%
appreciated%(Hunter,%2015d%Hamilton,%2015)%so%much%so%that%Davis%prefers%not%to%have%
listened% to% the% song% before% the% session% (2015).% Chapter% Five% contains% further%
discussion%on%the%value%of%first%takes,%but%in%terms%of%the%musical%language.%
Other%forms%of%first%take%magic%were%documented%in%the%literature%review%but%they%were%
not% the%same%phenomenon%discovered%by% this%research.%Queen%guitarist%Brian%May%
claimed%that%often%being%the%take%that%makes%the%album%but%that%was%suspect%of%being%
romanticised%to%sell%records%and%Jeffrey%V.%Smith%refers%to%a%single%take%recording%over%
a%whole%song%as%being%enough%for%a%producer%to%construct%something%effective%from%
(Morones,%2008%p.%70).%
%
Different%Keys%%
It% is%not%uncommon%for% the% final% release%of%a%song%to%be% in%a%different%key% to%
which%it%was%originally%recorded.%Sometimes%recordings%are%sped%up%in%postGproduction%
so%the%pitch%matches%the%desired%key%for%the%release.%Keys%may%also%change%for%other%
reasonsd%some%melodies%suit%specific%instruments%better%than%others.%This%was%the%case%
when%Steve%Gregory%played%the%‘Careless%Whisper’%hook%down%a%half%step%from%the%
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final%released%the%top%F#%on%saxophones%can%be%unreliable%and%many%tenor%saxophones%
do%not%have%a%high%F#%key.%Hamilton%(2015)%doubted%whether%he%would%have%played%
the%solo%on%Duran%Duran’s%‘Rio’%as%it%came%out%had%it%been%in%the%key%of%the%final%release%
although%he%later%played%the%same%solo%live%many%times%in%the%key%of%the%recording.%%
(
Choice%of%Saxophone%%
Some%of%the%performers%interviewed%as%part%of%this%research%are%renowned%for%
their%virtuosity%on%a%range%of%instruments,%not%just%one.%This%includes%playing%multiple%
different% saxophones% and% also% other% woodwind% instruments.% Some% interviewees,%
although%capable%of%doubling,%tend%to%feature%on%only%one%instrument.%The%differences%
appear% to% originate% due% to% either% the% musical% culture% of% the% location% in% which% the%
saxophonist%was%working%or%the%individual's%own%identity.%These%elements%impact%upon%
which%instrument%is%used%as%saxophonists%may%attend%sessions%with%just%one%horn%or%
a%whole%car%full%of%instruments.%%
All% three% of% the% Los% AngelesGbased% performers% (Herbig,% Higgins% and% Watts)% are%
renowned% for% their% skills% on% a% variety% of% instruments.% All% play% and% have% recorded%
professionally%on%soprano,%alto,%tenor,%and%baritone%saxophones%as%well%as%flute%and%
clarinet.% Herbig% and% Watts% (both% 2015)% also% mentioned% playing% the% oboe% as% a%
necessary%part%of%being%a%working%woodwind%musician%in%Los%Angeles.%Higgins%(2015)%
said%that%he%had%taken%oboe%lessons%but%had%chosen%not%to%include%it%as%part%of%his%
professional%armoury%as%his%work%as%a%professional%arranger%had%taken%the%place%of%
this%demanding%pursuit.%There%is%a%large%screen%music%business%in%Los%Angeles%and%at%
interview% all% three% performers% based% there% spoke% of% their% work% recording% film% and%
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television% soundtracks% in% addition% to% popular% music% (Higgins,% 2015d% Watts,% 2015d%
Herbig,%2015).%
Of% the%New%York% associated%musicians% interviewed,% Pickett% has% reached% supreme%
status%as%a%tenor%saxophonist%although%he%mentioned%sessions%he%recorded%on%clarinet%
and% baritone% saxophone.% He% also% played% flute% solos% on% Tower% of% Power% albums.%
Marsalis,% also% world% renowned,% is% primarily% known% as% a% tenor% and% soprano% jazz%
saxophonist% although% he% plays% classical% repertoire% on% alto.% Snitzer% records% and%
performs% on% a% range% of% saxophones% although% he% favours% some% over% others% and%
considers% the% tenor% saxophone% his% principal% instrument% (2015).% Hunter% plays%
saxophone%and% flute.%As% two%of% the% four%New%YorkGbased%musicians%have% reached%
such%prestigious%status%as%saxophonists,%it%is%hard%to%identify%a%trend%of%instrumental%
diversity% or% doubling/tripling% as% evident% in% the% Los% AngelesGbased% interviewed%
performers.%
Helliwell%plays%the%four%primary%saxophones%and%clarinet%as%part%of%Supertramp%and%
Davis%is%known%for%playing%a%selection%of%flutes%and%whistles%as%well%as%saxophones.%
Hamilton,%known%only%for%his%saxophone%playing,%was%interviewed%in%a%room%adorned%
with% tributes% to% the% instrument% and% its% legendary% players.% He% even% had% a% bass%
saxophone% on% display!% Valentine% (2016)% considers% himself% a% tenor% saxophonist%
although%he%has%played%flutes%and%clarinets.%%
The% selection% of% available% instruments% influences% which% instrument% is% used% for%
particular%sessions%(Watts,%2015d%Pickett,%2015).%Ernie%Watts%said%
%
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When%I%was%doing%pop%solos%all%the%time%I%always%took%the%alto%and%the%tenor,%and%
then%when%I%was%doing%studio%stuff%all%the%time%totally,%just%in%and%out%of%the%studios%
all% the% time,% I%had%all%of%my% instruments% in%my%car.% I%had%a%soprano,%alto,% tenor,%
baritone,% clarinet,% bass% clarinet,% piccolo,% flute,% alto% flute,% bass% flute,% oboe% and%
English%hornd%all%that%stuff%was%in%the%back%of%my%car%(Watts%2015).%
If%they%play%multiple%saxophones,%the%performers%were%usually%able%to%make%the%choice%
between%recording%on%alto%or%tenor%saxophone%themselves%on%a%given%session%(Herbig,%
2015d%Higgins,%2015d%Davis,%2015d%Hamilton,%2015d%Hunter,%2015).%Sometimes%solos%
are% recorded% on% both% instruments% and% the% selection% of% the% final% product% left% to% the%
producer% (Herbig,% 2015d% Higgins,% 2015).% In% selecting% between% alto% and% tenor% sax,%
Higgins%says%
I%can%usually%sell%it%with%them%because%it's%a%range%issue%or%it's%how%it%works,%how%
much%needs%to%be%in%the%track.%If%it's%funky%or%something%like%that%or%if%it's%more%rock%
n%roll,%then,%of%course,%it's%probably%going%to%be%the%tenor.%And%they%may%think%they%
want%an%altod%they%may%sample%an%alto%in%there%as%a%part,%you%never%know.%But%I%
always%bring%them%both%because%there's%always%one%sax%that%speaks%to%me%on%a%
solo.%And%once%in%a%while,%I'll%do%both,%but%in%my%head,%I% just%wrap%it%around%one%
instrument.%(2015).%
Producers%may%misjudge%which% saxophone%will% work% best% for% a% solo% as% they% often%
consider% the%higher% range%of% the%alto%saxophone%necessary% to%cut% through%backing%
textures.%But%in%reality,%professional%saxophonists%have%such%control% in%the%altissimo%
register% they% can%play%well% above% the% standard% range%of% the% saxophone.%On%many%
recordings,%it%can%be%difficult%to%tell%whether%an%alto%or%tenor%saxophone%is%playing%a%
solo.%The%tone%is%the%easiest%way%to%identify%which%saxophone%is%playing%but%this%may%
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be% blurred% if% a% recording% has% taken% place% in% another% key% and% has% been% sped% up.%
Although%an%alto%saxophone%is%only%a%perfect%fourth%higher%than%a%tenor%saxophone,%
the% lower% registers%of%both% instruments%are%used% infrequently% for% soloing.%Once% the%
altissimo%register%is%brought%into%play%the%ranges%of%the%instruments%are%not%dissimilar.%
Players% tend% to% be% able% to% play% further% into% the% altissimo% register% on% the% tenor%
saxophone%than%the%alto%(Snitzer,%2015).%There%was%no%problem%when%Snitzer%(2015)%
brought% a% tenor% saxophone% instead% of% the% requested% alto% saxophone% to% his% career%
breakthrough%session%recording,%the%solo%on%‘Waiting%For%A%Star%To%Fall’.%That%solo,%
with%its%heavy%use%of%the%altissimo%register%on%tenor,%was%credited%as%an%alto%solo%when%
the%single%was%released.%Snitzer%(2015)%likes%playing%in%the%altissimo%register%and%states%
that%it%“is%a%consequence%of%playing%tenor%in%electric%situations.”%
Soprano% solos% are% sometimes% chosen% to% add% an% exotic% sound% for% popular% music%
recordings% (Hamilton,% 2015).% Marsalis% (2016)% said% that% his% soprano% solos% “are% on%
soprano%because% that% is%what%will%make% the%song%most%effective.”%Most%performers%
have%a%preferred%saxophone%and%see%themselves%as%able%to%play%the%others%as%required%
(Valentine,%2016d%Helliwell,%2015).%They%may%have%many%instruments%with%them%“in%the%
car%but%[would]%tend%to%walk%[into%sessions%with]% just%[one]”%(Valentine,%2016)%or%two%
(Watts,%2015d%Higgins,%2015).%Helliwell% (2015)%described% the%process%of%saxophone%
selection%for%Supertramp%solos%as%“just%a%matter%of%mutual%consent%as%to%what%would%
happen”% after% discussing% it% with% other% band% members% and% the% producers.% For% his%
session%work%external% from%Supertramp,%Helliwell% (2015)%says%he%would%simply%ask%
which%saxophone%was%wanted%when%he%was%contacted%for%the%session%and%turn%up%with%
that%instrument.%If%no%request%was%made,%he%would%“take%the%alto%and%the%tenor%at%least”%
(Helliwell,%2015).%
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It%is%odd%that%Helliwell%is%the%only%saxophonist%interviewed%to%state%that%he%would%ask%
which% sax%was% required% at% the% time% of% booking.% In% Los%Angeles% it% is% established% a%
saxophonist% must% play% all% woodwind% instruments% so% taking% many% instruments% to%
recordings%as%standard%practice%may%negate%the%need%to%make%the%enquiry.%There%may%
also%be%a%lack%of%faith%in%producers%to%request%the%most%effective%instrument%and%taking%
several%saxophones%to%a%session%may%enable%the%performer%to%best%serve%the%music%
overall.% Some% producers,% such% as% George% Michael,% did% not% know% the% difference%
between% the% saxophones% (Hamilton,% 2015).% Producers% also% may% not% view% the%
saxophones% as% having% any% individual% characteristics.% As% stated% earlier% by% Higgins%
(2015),% the% idea% of% a% saxophone% solo% is% the% major% decision,% not% which% type% of%
saxophone%will%be%played%(ibid.).%
Some%of%the%interviewees%are%more%known%for%playing%jazz%than%others.%Although%it%is%
common%for%saxophonists%to%own%several%mouthpieces%and%change%their%setups%when%
moving% between% genres,% often% to% obtain% brighter% sounds% for% popular% music,% the%
interviewees%of%this%thesis%claimed%to%make%no%change%to%their%setups%whether%they%
were%performing%jazz%or%popular%music.%The%main%difference%in%crossing%genres%is%“a%
psychological%thing”%(Hunter,%2015),%“attitude”%(Watts,%2015)%or%“conviction%of%the%style”%
(Higgins,%2015).%Higgins%stated%that%he%used%to%make%changes%to%his%setup%to%help%him%
play%more%accurately% in%each%genre%when%moving%between%the%different%genres%but%
now%he%has%“each%genre%down”%he%no%longer%makes%those%changes%(ibid.).%He%uses%
different%mouthpieces%in%a%“sensory”%way%to%put%himself%in%each%musical%zone.%He%said%
that%he%ceased%this%practice%about%five%years%ago%so%he%would%have%been%doing%it%during%
period%of%time%discussed%in%this%study.%%
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Higgins%(2015)%initially%studied%classical%saxophone%performance%and%his%mindset%of%
changing%mouthpieces%may%have%come%from%performing%that%music,%further%removed%
from%popular%music%to%where%the%jazz%saxophone%sound%sits,%in%addition%to%his%playing%
of%more%contemporary%genres.%In%the%literature%review,%Poutiainen%(1999)%states%that%
Brecker,% and% Morones% (2008)% states% that% Rollins,% consciously% changed% their%
approaches% between% performing% different% genres.% This% was% confirmed% by% the%
performers%interviewed%in%this%thesis.%As%some%producers%are%unaware%of%the%difference%
between%the%different%saxophones,%it% is%unlikely%one%would%comment%on%mouthpiece%
selection,%particularly%when%formations%such%as%jazz%and%pop%are%so%wideGranging%and%
performers%can%change%aspects%of%their%playing%to%fit%in%with%the%backings%without%the%
need%to%change%mouthpieces.%Also,%any%performer%wishing%to%sound%their%best%and%be%
identifiable%would% not% wish% to% perform% on% anything% apart% from%what% they% are%most%
comfortable.%Many%performers%have%a%signature%sound.%Therefore,% if% they%are%hired,%
they%should%be%able%to%play% in% their%everyday%manner%even%though%they%can% imitate%
other%performers%if%required.%%%
%
Ambivalence%Towards%Session%Experience%
Those% interviewed% showed% ambivalence% to% their% creative% output% being%
manipulated%at%the%whim%of%the%producer.%Marsalis%(2016)%explained%%
I%am%not%romantically%attached%to%songs%that%are%not%mine.%I%am%a%hired%hand,%and%
they%can%do%what%they%please.%I’ve%never%sure%thought%about%the%fairness%of%it,%nor%
the%merits%of%it%(Marsalis%2016).%
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Performing%on%a%popular%music%session% is%participating% in%a% “collaboration%between%
[saxophonist]%and% the%producer%and% the%artist”%and% the%saxophone%player% is%not% the%
most%important%person%in%the%process%(Pickett,%2015).%Watts%expands:%
Really,% that% was%my% job.% I% went% there% and% it% was%my% job% to% help% other% people%
manifest%their%dream.%It%was%my%job%to%sound%good%so%that%they%would%sound%good%
and%so%that%it%would%help%their%career%and%their%project.%So%if%they%wanted%to%take%
four%bars%of%one%section%and%two%bars%of%another%section%to%create%something%that%
felt%great%to%them,%I%was%okay%with%that.%The%main%thing%that%I%was%concerned%with%
is%that%everything%that%I%left%for%them%to%work%with%was%good.%So%that%if%they%cut%into%
a%section%or%if%they%took%sections%from%different%takes,%all%of%the%takes%were%good.%
(2015).%
If%recorded%material%from%sessions%was%not%selected%for%final%releases,%it%did%not%appear%
to%bother% the% interviewees.%Herbig% (2015)% is%happy% just% to%be%working% in% the%hyperG
competitive%Los%Angeles%environment%and%Helliwell% (2015)%does%not%believe%he%can%
alter%his%playing%if%not%deemed%appropriate,%so%no%offence%is%caused.%%
Although% Helliwell% said% as% a% band% member% his% solos% were% often% cut% and% pasted%
together,% he% pointed% out% that%when% that% happened% all% band%members%would% jointly%
make%a% decision%about% the% edits.%However,% he%would% always%get% final% approval% on%
saxophone%solos%if%producers%altered%any%of%his% improvisations%after%he%had%left%the%
studio.% When% working% as% a% session% musician,% he% feels% reconstituting% his% material%
without%his%approval%is%fine%because%of%his%status%as%a%session%musician.%There%is%a%
clearly%defined%difference%between%the%roles%of%band%member%and%session%musician.%
Whether%performers%were%invited%to%stay%and%offer%opinions%on%their%takes%appears%to%
depend%upon%the%personalities%of%the%saxophonist%and%producer%respectively%and%the%
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relationship%between%them.%However,% immediately% leaving%after%a%recording%session%
might% help% some% performers% emotionally% detach% from% their% recent% improvised% or%
composed%output%and%what%happens%to%it.%
Yet%another% reason% for%ambivalence%could%be% the% issue%of% substance%abuse% in% the%
music%industry,%and%particularly%in%the%period%of%this%study:%
I%was%stoned%a%lot%of%the%time%so%I%didn't%really%care%much.%They%were%stoned%all%the%
time,%so%you%didn't,%you%know%.%.%.%I'm%mentioning%that%as%sort%of,%as%a%casual%part%
of%it.%But%in%actual%fact,%it%was%a%drugGfueled%environment.%So%a%lot%of%those%sort%of%
decisions%were%made%in%a%strange%mood%(Valentine,%2016).%
Another%interviewee%mentioned%drugGtaking%during%the%time%of%the%study%as%a%reason%
for%lack%of%recollection.%He%deliberately%placed%it%off%the%record,%but%it%supports%the%idea%
of% substance% abuse% as% contributing% to% a% legacy% of% indifference%when%working% as% a%
session%musician.% Producers%might% also% be% under% the% influence% of% drugs% (Higgins,%
2015)%and%a%sober%performer%could%not%care%less%about%what%happens%to%the%material%
if%those%they%are%working%for%clearly%are%affected%by%substances.%
Interviewees’%ambivalence%to%what%happened%to%their%ideas%also%emanated%from%the%
fact%that%many%of%them%(but%not%all)%set%out%to%have%careers%as%jazz%musicians.%A%number%
were%very%successful%in%this%professional%pursuit,%and%so%the%commercial%side%of%their%
playing%seemed%extraneous%if%not%trivial.%For%some,%their%popular%music%careers%were%
accidental%and%there%was%little%emotionally%invested%in%such%music%(Valentine,%2015).%It%
was%perceived%as%more%of%an%exercise%in%commerce%(Pickett,%2015)%than%art.%
Several% other% elements% contributed% to% the% sense% of% indifference% experienced% by%
saxophone% players% in% what% happens% to% their% recorded% output.% These% include% the%
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standard% process% of% being% called% at% minimal% notice% for% sessions% (Valentine,% 2016d%
Watts,% 2015)% and% the% separation% from% their% identities% as% jazz% performers.% Also,%
understanding%their%role%as%hired%help,%performers%were%happy%to%receive%session%fees%
for%projects%rather%than%any%royalty%agreements.%Another%factor%is%not%being%credited%
as%a%songwriter%when%composing%melodies.%Hamilton%(2015)%mentioned%recording%a%
place%filling%solo%for%Stan%Getz%that%later%made%the%final%release%of%the%record%because%
Getz%had%asked%for%a%large%fee%($10,000)%and%a%point%(1%%of%the%profits)%from%the%album.%
Calling%their%creative%output%improvisation%rather%than%composition%releases%them%from%
a% sense% of% ownership% in% the% same% way% contractually% they% are% released% from% a%
standpoint%of%ownership%of%the%recording.%%
Creating%a%saxophone%solo%is%“not%a%complicated%science”%(Pickett,%2015).%The%apathy%
saxophonists% felt% about% whatever% happened% may% be% related% to% the% feeling% that%
improvising%over% popular%music% is% not% particularly% difficult.%Saxophone%players% play%
exponentially%more%in%a%jazz%soloing%context,%where%solos%may%last%several%minutes,%
but%their%short%quasiGimprovised%bursts%in%popular%music%reach%a%much%larger%audience.%
This,%in%turn,%is%offset%by%performers’%knowledge%of%the%number%of%sessions%they%do%that%
never%reach%an%audience.%Watts%(2015)%spoke%of%doing%two%sessions%per%day%for%many%
years%yet%less%than%ten%of%his%solos%made%the%Top%40.%Higgins%(2015)%believed%the%basic%
decision%is%to%use%a%saxophone%for%the%solo,%and%whoever%is%playing%and%what%they%are%
playing%are%far%less%important.%%
(
(
(
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Impact%of%a%Song’s%Meaning%or%Lyrics%%
Whether% the% meaning% of% a% song,% or% the% lyric% makes% an% impact% upon% the%
performance%practice%of%saxophonists%when%recording%solos%for%popular%music%is%open%
to%debate.%Some%interviewees%felt% it%was%important%to%know%what%a%song%was%about%
whilst%others%believed% there%was%no% impact%on% their% improvisation% from%hearing% the%
lyrics%or%knowing%the%intent%of%the%song.%The%interviewees%were%confronted%with%this%
question%in%relation%to%a%famous%Dexter%Gordon%quote:%%
And% you% know% the% lyrics% to% a% tune% and% you% have% some% kind% of% information% and%
understanding%of%the%composition…you%know…and%especially%with%ballads%and%so%
forth…%just%because%a%tune%is%a%ballad…%they%all%have%different%subject%matters%and%
if%you%don’t%understand%the%lyrics%and%know..%you%don’t%have%to%know%the%whole%text%
but%..%to%understand%what%it’s%about%you’re%really%depriving%yourself%of%being%able%to%
communicate%this%poem%(Gordon,%1982).%
Some%performers%saw%the%lyrics%as%unimportant%(Herbig,%2015d%Valentine,%2016),%with%
one%noting% the%difference% in%quality%between%the% lyrics%of% the% jazz%standards%Dexter%
Gordon% played% and% the% superficial% lyrics% in% popular%music% recordings% on%which% he%
soloed%(Valentine,%2016).%Song%meanings%are%often%obvious%(Valentine,%2016)%and%“the%
general%mood%of%the%music”%impacts%on%how%the%saxophonist%plays%(Hamilton,%2015).%
Snitzer,%Helliwell%and%Higgins%made%similar%responses.%Marsalis%noted:%%
There%exists%almost%a%thousand%years%of%instrumental%classical%music.%If%the%song%
is%good,%there%is%an%emotional%narrative%to%be%derived%from%the%melody.%When%I%hear%
the%melody%and%the%chords,%I%know%what%I%have%to%play%(Marsalis,%2016).%
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He%also%said%that%although%Sting%made%him%aware%of% the% ‘Englishman%In%New%York’%
subject%matter,% the% great% gay% icon,%Quentin%Crisp,% “it% had% no% bearing% on%what% [he]%
played”%(Marsalis,%2016).%
Many%saxophonists%ask%for%the%vocal%to%be%turned%down%when%tracking%a%solo%(Higgins,%
2015),%but%Higgins%likes%to%hear%the%lyrics%so%that%he%can%hear%a%true%mix.%He%describes%
vocalist’s%lyrics%as%“interesting%but%not%so%important”%(ibid.).%Hearing%the%vocal%allows%
him%to%be%“sensitive”%in%judging%properly%where%to%enter%and%end%so%he%is%not%faded%in%
or%out%of%the%final%product%(ibid.).%Conversely,%four%of%the%interviewees%wished%to%hear%
the%lyrics.%Watts%(2015)%believed%the%words%helped%him%“hear%the%story”%he%was%relating%
to%when%he%played.%He%does,% however,% believe% the%history%of% a% jazz% song% to%be%of%
greater%than%the%lyrics.%
I% think%about% that%when% I'm%playing%a%pop% tune%or%something,%sometimes% I% think%
about%the%lyrics%if%I'm%playing%a%ballad%and%I'm%playing%the%chorus%to%the%ballad%or%
that%kind%of%a%thing.%And%I%think%that's%what%Dexter%did%too,%he%knew%the%words%to%
the%songs,%and%when%he%played% the% introduction%or%he%played% the%chorus%of% the%
tune%he%knew%the%words%and%he%was%playing%from%the%words,%yeah.%But% for%me,%
more%than%the%words,%I%remember%Paul%Desmond%playing%a%tune,%or%I%remember%
the%way%Cannonball%played%a%tune,%or%I%remember%the%way%Coltrane%played%a%tune.%
And%so%then%when%I%play%that%tune%there's%little%inflections%and%things%that%I%play%that%
are% related% to% instrumental% versions% that% I've% heard.% I'm% much% more% attuned%
personally% to% the%melody% and% the% instrumental% aspect% of% a% tune% than% the% vocal%
aspect%(Watts,%2015).%
But%in%a%popular%music%session%there%is%generally%no%history%of%the%song%for%Watts%to%
reflect%upon,%so%lyrics%must% impact%him%more.%Helliwell%(2015)%believed%“it%has%more%
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relevance%for%a%ballad”%otherwise%“you%just%kind%of%feel%what’s%needed.”%Lyrics%enable%
him%to%“think%about%it%and%put%[his]%heart%into%it”%although%he%reacts%“mostly%to%the%music”%
(ibid.).%Pickett%(2015)%likes%to%know%the%lyrics%but%he%doesn’t%“know%exactly%how%that%
gets%translated%into%the%fingers.”%
With%his%emphatic%desire%to%know%what%a%song%is%about,%Davis%(2015)%recalls%asking%for%
guide%vocals%in%sessions%where%vocal%tracks%were%absent.%He%could%then%gauge%the%
“sense%and%the%sentiment%of%the%song”%in%addition%to%it%giving%him%“something%to%play%to%
and%play%around.”%Sometimes%a%song%is%not%in%English,%and%Davis%described%asking%the%
tour%manager%of%a%Japanese%artist%he%"[plays]%with%a% lot"% to%"translate% the%songs%for%
[him]%(ibid.)."%Wishing%to%hear%the%vocal%when%creating%the%‘perfect’%solo,%Higgins%(2015)%
said%“if%the%artist%is%there%it’s%very%nice%for%them%to%hear%you%say,%‘Can%you%give%me%a%
little%more% vocal% there.’”%For%him% it% is% a%way%of% actively%participating% in% the% creative%
process,%not%a%political%move.%
Although%there%was%a%difference%of%opinion%between%interviewees%regarding%the%need%
to%know%the%meaning%or%hear%the%lyrical%content%in%songs,%those%who%wished%to%hear%
the%lyrics%did%so%from%a%perspective%of%a%greater%involvement%in%the%recording%process%
and%being%able%to%relate%more%deeply%with%the%project%in%an%artistic%manner.%%
%
The%Most%Important%Aspect%of%an%Effective%Solo%
The%final%interview%question%asked%was%to%select%the%most%important%aspect%
of%creating%an%effective%solo.%The%responses%were%diverse,%yet%many%appeared%
linked.%For%Watts%it%was%hard%to%define:%
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I%think%the%thing%that%makes%the%best%solo%is%the%thing%that%is%the%most%genuine%and%
emotional%and% in% tune%with%what% the%artist% is,%with%what% the%composition% is,%with%
what%the%tune%is.%It’s%the%thing%that%is%…%it%becomes%a%part%of%it.%%It’s%a%thing%that%if%
that%wasn’t%there%the%tune%would%be%incomplete%(2015).%
This% idea%of%playing%something% that%becomes%part%of% the% tune% is%shared%by%Higgins%
(2015)%and%Snitzer%(2015)%who%set%“memorable”%as%their%goal.%Snitzer%(ibid.)%desired%to%
create%a%solo%“that%[becomes]%part%of%the%composition.”%%
You%want%to%be%Phil%Woods%on%‘Just%The%Way%You%Are,’%it%should%be%so%memorable%
and% so% perfect% and% cast% and% all% of% that,% that% to% play% it% otherwise%would% be% like%
deviating,%it%would%be%like%you%stop%playing%the%song%and%tried%playing%another%song%
somehow,%part%of%the%frame.%That’s%the%goal%(Snitzer,%2015).%
Hunter% (2015)% too%suggested% “relevance”,% reaffirming%Watts’% ideal%of%playing%a%solo%
appropriate% to% the%genre.% "Passion"%and% "emotion"%were% the%answers% from%Helliwell%
(2015)%and%Davis%(2015),%whereas%Valentine%(2016)%and%Hamilton%(2015)%said%sound%
which%is%most%apparent%when%"[keeping]%it%simple"%(Herbig,%2015).%%
Although%processes%for%solo%creation%changed%evident%patterns%in%language%exist%no%
matter%the%level%of%consciousness%in%the%approach.%Hunter%(2015)%believed%that%“the%
most%effective%saxophone%solos%are%solos% that% really%exist% in% their%own% right”,%citing%
Ronnie%Ross’%solo%on%‘Walk%on%The%Wild%Side’%and%Phil%Woods’%solo%on%Paul%Simons’%
‘Have%a%Good%Time’%as%prime%examples.%%
I%think%the%saxophone%sometimes%should%be%viewed%as%like%a%light%going%on%in%the%
track,%just%like%brings%the%whole%thing%to%life.%In%much%the%same%way%as%a%guitar%solo%
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can.%But%the%saxophone%if%it’s%well%played%and%well%thought%of,%I%think%it’s%even%more%
effective%(ibid.).%
%
Overview(
The%saxophone%solo%is%normally%the%last%overdub%to%be%placed%on%a%track%but%
otherwise,%findings%indicate%little%standardisation%in%the%way%a%solo%is%constructed,%in%
either%the%approach%of% the%saxophone%player%or%the%producer/engineer.%Some%solos%
are%improvised%and%others%more%carefully%composed.%Some%are%whole%takes%placed%
into% tracks%whereas%others%are% cut% and%pasted% together% by%producers.%There% is% no%
significant%correlation%between%location%or%age%of%saxophone%player%and%the%way%solos%
for% popular% music% are% constructed,% although% Snitzer,% Higgins% and% Davis,% the%
saxophonists% who% are% more% calculated% in% their% solo% construction% methods,% were%
amongst%the%youngest%interviewees.%%
The%saxophonists’% love%of%first%takes%is%noteworthy.%Although%two%forms%of%‘first%take%
magic’%were%documented% in% literature,% from%Jeffrey%V%Smith%(Morones,%2008,%p.%69)%
and%Queen%guitarist%Brian%May%(Obrecht,%1983),%the%phenomenon%was%either%over%a%
full%take%of%the%recording,%or%presumed%hyperbole.%‘First%take%magic’%is%now%seen%to%be%
true,% in% a% bigger,% more% surprising% way% than% documented% previously.% Another%
experience%shared%by%interviewees%was%the%lack%of%information%given%to%them%before%a%
session,%meaning%that%the%player%often%must%decipher%the%chord%structure%of%the%song%
aurally.%The%lack%of%preparation%prior%to%a%take%also%helps%ensure%a%lack%of%complication%
in%the%saxophonist’s%improvisation.%
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Another%correlation%between%the%interviewees%is%the%indifference%they%felt%towards%what%
happened%with%their%improvised%or%quickly%composed%material.%The%saxophonists%do%
not%view%the%product%they%have%created%as%having%much%creative%weight,%and%they%are%
aware%of%how%little%of%their%output%from%sessions%will%be%heard%by%a%larger%audience%in%
a%competitive%popular%music%market.%There%was%also%a%general%sense%of%understanding%
the%role%of%the%session%saxophonist%aiding%somebody%else’s%vision%rather%than%realising%
their%own.%Although%some%saxophone%players%like%to%know%the%lyrics%of%material%they%
are% recording%on%generally%musicians%believe% they% respond% to% the%ambience%of% the%
music%rather%than%any%stimulus.%Lyrics%in%popular%music%recordings%are%often%superficial%
in% nature% and% the% position% of% responding% to% the% ambience% will% be% reinforced% by%
saxophonists% not% receiving% much% instruction% or% explanation% from% producers% of% the%
intent%of%a%song.(
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CHAPTER(5(*(SAXOPHONE(SOLO(LANGUAGE(
“to%play%it%otherwise%would%be%like%deviating”%(Snitzer,%2015)%
Playing(Idiomatically(
This% chapter% addresses% the% question% of% what% is% required% when% playing% a%
saxophone% solo% on% a% popular% music% recording% to% make% it% effective,% idiomatic% and%
successful.%It%draws%on%both%the%views%of%the%interviewees%and%musical%analysis%of%their%
transcribed%solos.%Musical%examples%are%also%provided%from%renowned%saxophonists%
not%interviewed%in%this%study,%but%mentioned%by%interviewees.%%
One% of% the% most% important% requirements% in% creating% a% solo% for% a% popular% music%
recording% is% that% it% is% appropriate% to% the%music% (Watts,% 2015d%Higgins,% 2015,%Davis,%
2015).%Watts%comments%
You%don't%go%to%a%Marvin%Gaye%session%and%play%a%Charlie%Parker%solo.%%You%know%
what%I%mean?%It's%like%when%you%are%functioning%in%these%different%styles,%you%try%to%
be%true%to%the%style.%You%try%to%make%something%that's%beautiful.%You%try%to%make%
something%that's%music%that%works%within%those%styles%(2015).%
Davis%agrees,%stressing%“if%you%get%too%jazzy%or%too%bluesy%on%a%pop%session%then%you%
get%your%fingers%rapped”%(2015).%A%performer%will%not%make%the%final%cut%of%the%record%if%
they%solo%in%a%manner%which%is%incongruous%with%the%overall%character%of%the%recording%
(Higgins,%2015).%There%are%many%saxophonists%schooled%in%jazz%performance%practice%
who%are%unable%to%perform%in%the%manner%required%to%play%quality%solos%suiting%popular%
music%(Higgins,%2015d%Snitzer%2015).%
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Playing%appropriately%calls%for%saxophone%players%to%manipulate%their%soloing%in%terms%
of% sound%and%musical% language.%Because% there% is% such%diversity%between%different%
genres%of%popular%music,%a%saxophonist%needs%to%be%a%“jack%of%all%trades”%to%play%over%
the%different%kinds%of%popular%music%they%encounter%(Hamilton,%2015):%Hamilton%sounds%
like%Stan%Getz%on%George%Michael’s%‘Cowboys%and%Angels’%G%very%different%to%his%sound%
when% playing% solos% with% Duran% Duran.% Valentine% (2015)% also% impersonated% other%
famous%saxophone%voices%(Clemons,%Sanborn)%in%his%solos%and%stated%“at%no%point%did%
[he]%get%to%a%stage%like%Sanborn”%where%he%could%say%“this%is%my%sound,%you’re%hiring%
me.”%He%was%happy%to%oblige%the%requests%of%producers.%
Many%saxophone%players%set%themselves%a%goal%when%crafting%solos.%They%desire%to%
play%a%perfect%solo%which%“becomes%part%of%the%composition”%(Snitzer,%2015).%%
That's%the%goal.%You%want%to%be%Phil%Woods%on%‘Just%The%Way%You%Are’,%it%should%
be%so%memorable%and%so%perfectly%cast%and%all%of% that,% that% to%play% it%otherwise%
would%be%like%deviating,%it%would%be%like%you%stop%playing%the%song%and%tried%playing%
another%song%somehow,%(it’s)%part%of%the%frame%(ibid.).%
Solos%also%may%become%“part%of%the%composition”%due%to%a%solo’s%status%or%“popularity”%
because%“people%have%become%so%familiar%with%it”%(Helliwell,%2015).%%
It% is%essential%that%performers%“step%up%and%command”,%delivering%musical% lines%with%
maximum%conviction%and%acting%as%a%true%substitute%for%the%vocal%line%(Snitzer,%2015).%
Other%essential%ideals%for%playing%appropriate%solos%include%playing%simple,%singable%
melodic% language,%with%fewer%notes%than%a%jazz%solo%(Marsalis,%2015d%Herbig,%2015d%
Higgins,%2015).%The%concept%of%vocal%substitution%not%only%involves%assuming%the%lead%
vocalist's%place%within%the%texture%of%the%recording%but%also%playing%in%a%melodic%fashion%
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that% is% straightforward% enough% for% replication% by% those% wishing% to% sing% along.% This%
immediately%invokes%a%rejection%of%the%kind%of%virtuosity%associated%with%jazz%luminaries%
like%Charlie%Parker%and%John%Coltrane.%%
%
Simple,%Singable%Language%%
The%simple,%singable%language%saxophonists%perform%comes%from%the%influence%
of% vocalists% and% other% instruments.% Not% all% of% the% interviewees% cite% simplicity% as% a%
component%of%playing%solos%on%popular%music%recordings,%however,%the%vast%majority%
deems% it% important.%Watts% (2015)%describes%his%melodies%as% “a% little%warmer%sound,%
everything’s%a%little%bit%slower”%than%his%jazz%solos%and%“that%the%most%important%thing%is%
sound.”% The% quality% of% a% saxophonist’s% sound% would% be% less% noticeable% if% playing%
virtuosically% than% if% playing% simply.% With% reference% to% soloing% on% The% Models’%
‘Barbados’,%Valentine%(2016)%too%mentions%focusing%on%sound,%meaning%he%did%not%need%
to%“play%a%lot%of%notes.”%Helliwell%(2015)%considers%all%his%playing%melodic%although%he%
confessed%his%jazz%solos%may%have%“less%melodic%parts.”%Valentine%(2015)%described%
soloing% in% popular% music% as% “only% melodic,% because% no% one’s% interested% in% your%
harmonic%interpretation”.%Displays%of%brilliance%are%anathema%to%the%saxophone%solo%in%
popular%music.%
Higgins% elaborated% on% the% difference% between% popular% music% and% jazz% soloing%
language:%
It’s%rather%simple,%nothing%complicated%about%it,%you%know,%this%is%not%a%hard%thing.%
But%it’s%hard%in%its%simplicity%and%at%its%conviction.%So%the%same%way%you%might%have%
that%same%energy%to%enter%a%bebop%solo,%you’ve%got%to%put%that%towards%just%playing%
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a%simple%lick.%You%can%give%a%guy%…%tenor%players,%with%a%jazz%guy%you%give%him%a%
rock% ‘n’% roll% solo,% it’s% awful.%But% I% really% love% it,% and%so% I% embraced% it% because% I%
wanted%to%be%good%and%I%thought%it's%equally%impressive%to%me%to%hear%a%good%pop%
solo%as%‘Giant%Steps’%(2015).%
Conversely,%Pickett%(2015)%does%not%believe%he%plays%in%a%simpler%vein%when%recording%
popular%music%solos,%yet%his%intent%is%comparable%to%Higgins’:%
But%I'm%going%for%like%gesture%and%attitude.%I'm%not%going%for%like%a%complex%conceptd%
it's%just%like%trying%to%get%a%feel%for%the%thing,%and%put%some%expression%in%it,%make%it%
lift%the%song%up%a%little%bit%or%something%like%that.%I%feel%a%service%to%the%song%rather%
than%the%other%way%around.%The%song%isn't%giving%me%an%opportunity%to%expound.%
I'm%helping%the%song%go%some%place%(Pickett,%2015).%
As%such%the%role%of%the%saxophone%player%in%popular%music%is%“subservient%to%[their]%role%
in%the%track”%(Hunter,%2015).%Another%reason%for%playing%uncomplicated%melodies%is%that%
“otherwise%it%sounds%like%somebody%has%grafted%on%their%daily%practice%onto%a%pop%song”%
(Hamilton%2015).%%
There%was%disagreement%between%the% interviewees%on%whether% they%actively% imitate%
vocalists.% The% saxophone's% association% with% the% sound% of% the% human% voice% is% well%
established,%but%interviewees%had%differing%views%on%this%relationship.%Solos%on%popular%
music%chart%hits%require%melodies%that%are%singable,%and%several%interviewees%stressed%
the%desire%to%create%something%“vocally%beautiful”%and%“accessible”%(Watts,%2015).%%
Well,%in%jazz%I%don’t%really%care%if%they%could%sing%my%solo.%But%I%want%the%person%
that%hears%the%record%and%the%pop%music%to%hum%it.%And%that%there’s%something%that%
really%sticks%out%to%them%(Higgins,%2015).%
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Of%the%potential%vocal%devices%saxophonists%can%utilise,%Higgins%(2015)%finds%not%all%are%
effective:%“whatever%is%good%that%a%vocalist%can%do”%is%effective%but%“a%lot%of%it%doesn’t%
translate”%(ibid.).%He%believes%that%“emotional%value”%is%what%is%derived%from%emulating%
vocalists.%Valentine%(2016)%describes%the%sense%of%imitating%vocalists%as%specific%to%the%
vocalist%with%whom%he%was%working,%where%he%may%match%the%“sonic%environment”%set%
up%by%the%singer’s%manner.%
Bending% notes,% or% scooping% up% to% a% note,% is% a% natural% device% for% saxophonists%
performing%popular%music%as%it%reflects%the%emotional%capability%possibly%when%singing%
(Davis,%2015).%It%is%a%significant%feature%of%Davis’%playing%like%other%vocal%techniques%
such%as%growling%and%purring.%Whilst%eschewing%any%sense%of%competitive%drive%to%play%
busy% jazz%solos,%Davis%says%he%chooses% to%play%simpler% “strong%melodies”%because%
they%“[grab]%your%heart,”%are%“singable”%and%because%they%“reach%people”%(ibid.).%%
Others%say%they%do%not%consciously%try%to%emulate%vocalists%(Marsalis,%2016d%Snitzer,%
2015d%Hamilton,% 2015)% but% that% it% is% “more% a% function% of% listening% to% that%music% for%
decades,%it%just%shows%up”%(Marsalis%2016).%Likewise,%Snitzer%(2015)%believes%when%he%
solos%the%song’s%melodic%line%is%“carried%on%by%an%instrument%that%has%vocalistic%kind%of%
potential”.%He%feels%as%if%he%is%“singing”%when%playing%solos%even%though%no%deliberate%
effort%is%made%to%be%like%a%singer.%
Pickett% doesn’t% consciously% try% and% make% his% melodies% singable,% pointing% out% that%
people%would%not%be%able%to%sing%his%solos%which%are%“too%rangy”%and%“saxophonic%in%
nature”%(2015).%He%is%renowned%for%his%virtuosity%so%perhaps%his%identity%would%be%lost%
if%he%ceased%to%play%very%fast%passages,%or%avoided%the%saxophone’s%altissimo%range.%
Pickett%has% listened% to% lots%of%vocalists%and%carefully% transcribed% them,%“not% just% the%
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notes,%but% really%specifically%where% the% rhythms%are%and%how% the%phrasing% is%done”%
(ibid.).%He%says%he%has%“spent%a%lot%of%time%intently%listening%to%that%phraseology”%and%it%
impacts%on%his%playing%(ibid.).%Whether%a%saxophone%feature%is%singable%“depends%on%
who’s%trying%to%[sing%the%solo]%after%the%event”%(Helliwell,%2015)d%singability%is%a%highly%
subjective%concept.%
Other% instruments%are%also% imitated%by%performers% in% creating%saxophone%solos% for%
popular%music%recordings.%For%Hunter%(2015),%simulating%the%harmonica%assists%him%in%
embodying%the%musical%vocabulary%of%R&B%music.%This%is%a%tool%Hunter%uses%to%put%him%
in%a%headspace%to%play%appropriate%language%and%mimicking%an%instrument%with%less%
capability% for% virtuosity% than% the% saxophone% is% not% designed% as% a% means% of%
simplification.%In%fact,%Hunter’s%solos%remain%highly%virtuosic%whatever%the%genre, part%
of%his%identity%as%a%performer%(2015).%Pickett%also%transcribed%guitar%solos,%from%Jimi%
Hendrix%to%George%Harrison%and%Eric%Clapton,%because%it%“was%the%music%of%[his]%time”%
(2015).%%
Although%emulating%vocalists%creates%a%musical%language%that%possesses%a%singable%
quality,%and%therefore%simpler%than%language%found%in%most%jazz%solos,%imitating%singers%
also%incorporates%other%techniques%such%as%growling%and%sliding.%Nevertheless,%playing%
singably%and%simply%goes%hand%in%hand%with%creating%appropriate%melodies%for%popular%
music.%Uncomplicated%melodic%language%also%furthers%audience%engagement%with%the%
music%by%allowing%people%to%sing%or%hum%along.%%
%
%
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Virtuosity2%%
It's%not%a%place%where%you%can%be%a%technical%virtuosod%it's%all%about%sound%(Watts,%
2015).(
Considering%the%consensus%on%playing%simple,%singable%musical%language%for%solos%on%
popular%music% recordings% it% is%unsurprising%most%saxophonists% interviewed%believed%
there%to%be%no%requirement%to%include%flashy,%virtuosic%passages%in%their%improvisations.%
Also,%producers%get%scared%of%what%may%be%played%on%their%recording%if%saxophonists%
warm%up%playing%Trane%patterns%(Higgins,%2015).%Hamilton%(2015)%says%he%does%not%
“like%it%when%[he%hears]%people%showing%off.”%
However,% virtuosic% passages% sometimes% occur% as% reactions% by% performers% to% the%
music%on%which%they%are%soloing.%According%to%Watts%(2015),%there%is%normally%a%natural%
build%as%part%of%“the%way%[he]%naturally%[plays]”%which%occurs%in%both%range%and%virtuosity%
and%then%he%tailors%solos%so%they%fit%with%what%the%producers%desire.%Marsalis%describes%
the% process% as% “[trying]% to% play% something% that% is% a% successful% transition% from% the%
beginning%of%the%song%to%the%end”%(2016)%and%Snitzer,%too,%describes%faster%passages%
in%his%solos%as%simply%a% “musical% response”% rather% than%being% to%be% impressive.%To%
provide% a% musical% build,% increased% velocity% in% passages% sometimes% occurs% but%
generally%there%is%no%desire%to%display%brilliance.%When%queried%regarding%occasional%
flashes%of%virtuosity%(such%as%the%lick%in%bars%5G6%of%the%solo%on%‘She%Works%Hard%For%
The%Money’),%Herbig%(2015)%comments%that%“if%I%can%get%away%with%it%and%blow%it,%sure,%
we% always% like% to% brag% about% ourselves”% before% stating% that% realistically,% often% he%
                                                
2 Although%playing%in%the%altissimo%register%is%considered%the%domain%of%the%virtuoso%saxophonist%in%this%
discussion,%range%is%separated%from%dexterity.%Virtuosity%stands%for%playing%fast,%impressive%passages.%
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“wouldn’t%get%away%with%things%like%that.”%%
Hunter%differs%from%the%other%interviewees.%He%stated%the%need%to%include%a%virtuosic%
passage%in%his%solos%as%it%is%part%of%his%trademark%practiced%he%“pretty%much%above%all%
is%a%virtuoso”%and%his%personal%level%of%“dedication”%needs%acknowledgement%(2015).%
Of%the%saxophonists%interviewed%for%this%thesis%Hunter’s%solos%are%clearly%the%busiest%
and%have%the%highest%overall%density%of%attack.%However,%none%of%Hunter’s%solos%ever%
feel%too%busy%or%out%of%place%and%are%always%stylistically%appropriate.%
For%saxophonists%wishing%to%leave%a%personal%mark%on%popular%music,%virtuosity,%like%
nuance%and%sound,%is%a%tool%that%could%be%used%to%identify%oneself.%Although%nuance%
and% timbre% can% identify% a% performer% to% the% trained% ear,% these% qualities% are% far% less%
recognisable% than% a% virtuosic% flash% of% brilliance.% Generally,% though,% playing%
idiomatically% and% understanding% the% saxophonists% role% as% less% important% that% the%
vocalist%tapers%any%desire%to%play%virtuosically.%
%
Use%of%Register%
Many%saxophone%solos%are%played%in%the%upper%register%of%the%instrument.%For%
some% performers,% this% is% a% conscious% decision.% For% others,% it% occurs% as% a%musical%
response%when%soloing%over%the%material%presented.%Marsalis%says,%“I%use%whatever%is%
effective% for% the%song.% I%don’t%go% into% the% lower%register%because%the%song%does%not%
need%it”%(2016).%In%a%world%of%established%clichés%there%may%be%an%inbuilt%romanticised%
desire%for%performers%to%feel%any%solo%response%is%musical%and%not%a%formulaic%creation.%
However,%there%is%unquestionably%an%inherent%vocabulary%used%by%performers%in%solos%
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on% popular% music% recordings,% no% matter% what% their% perspective,% and% part% of% that%
language%is%playing%in%the%upper%register.%
Watts% cites% that% as% an% alto% player% who% transferred% to% tenor,% he% loved% Cannonball%
Adderley’s%playing,%so%he%learnt%to%“play%and%hear%in%the%upper%part%of%the%horn”%(2015).%
There%is%a%consensus%amongst%most%of%the%interviewees%that,%as%Watts%puts%it,%“[Y]ou%
sort%of%need% to%get% through%all%of% the% things% that%are%going%on.%You%know,% if% you’re%
playing%pop%music,%boy,%there’s%so%much%production%sometimes%you%have%to%play%high”%
(Watts,%2015).%Snitzer%agrees:%
When%a%track%is%compressed%and%dense%and%full%of%information,%and%you’re%asked%
to%get%over% it,% you%can’t% really%be%playing% in% the%middle%of%a%horn.%You%can’t%be%
playing%like,%you%know,%middle%D%and%like%start%a%solo%that’s%on%the%like,%you%know,%
G%on%the%lower%ledger%line%because%it%just%sounds%dull.%Do%you%know%what%I%mean?%
It% doesn’t% have% the%necessary%weight% and%power% for% the% circumstance% (Snitzer,%
2015).%
Performers%cannot%play%in%the%lower%octave%because%“it%doesn’t%have%enough%intensity,%
it% doesn’t% have% enough% clarity”% (ibid.).%Pickett% brings% physics% into% the% discussion% of%
register:%
[W]hen%you’re%playing%with%the%sound%that’s%in%popular%music%now,%there’s%an%awful%
lot%of%low%mids%in%the%sound,%there’s%like,%you%know,%they’ve%figured%out%how%to%EQ%
things%and%a%very%punchy%kind%of%quality.%%And%often%to%be%heard%you%have%to%play%
a%little%bit%higher.%It’s%not%because%you’re%saying,%well,%I’m%consciously%playing%in%
this%other%range,%but%it’s%just%like%it’s%organic%that%you%would%like%aim%for%a%frequency%
range%that’s%not%being%occupied%by%a%guitar.%And%guitars,%they%go%from%the%E%just%
below%the%bass%clef,%up%to%maybe%the%E%on%the%top%of%the%treble%clef,%so%it’s%a%pretty%
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big%range%of%sound.%And%there’s%an%awful%lot%right%in%the%middle%lower%part%of%that.%
So%when%you’re%playing%on%records%that%are%really%based%on%like%big%guitar%sounds,%
it’s%like%you%want%to%get%a%little%above%that.%Playing%down%in%a%register%is%a%good%way%
to%get%lost.%So%there’s%some%physics%involved%in%it%(Pickett,%2015).%
Similar% sentiments% were% expressed% by% Hunter,% Herbig,% Helliwell% and% Davis.% Other%
performers%enjoy%the%sound%of%the%altissimo%register%(Snitzer,%2015d%Davis,%2015)%even%
though% there% is%an%acknowledged% level%of% risk%playing%such%high%pitches% (Hamilton,%
2015).%
Each%saxophonist%was%asked%whether%there%was%a%highest%or%lowest%note%they%would%
consider%playing%in%a%solo.%Pickett%states%that%there%is%no%conscious%range%he%would%
use.%He%comments%
I%mean,%you%know,%the%high%notes%are%like%really%good%for…%how%would%you%say,%
showing%off,% like% they’re%big%show%offy% things,.%Well,% this% is%entertainment%we’re%
doing,%you%know,%so%you’re%trying%to%be%entertaining%(Pickett,%2015).%
He%clarified%that%he%is%not%using%extremes%of%register%as%a%device%to%impress%but%that%it%
can%help%serve%the%music:%“if%you%want%something%to%get%really%exciting%at%the%end,%going%
up%an%octave’s%not%a%bad%idea%(Pickett,%2015).%
The%individual%needs%of%a%track%also%impacts%on%the%potential%range%a%player%utilises%
when% soloingd% the% low% register% of% the% instrument%will% not% cut% through% a% recording’s%
texture%“if%it’s%an%up%number”%(Helliwell,%2015).%Davis%(2015)%has%no%‘strict’%rules:%
So,%no,%some%of% the% funky%more%dirty% rhythm%bluesy%sessions% that% I%do,% I’ve%got%
quite%a%bit%of%honk%out,%on%the%[low]%B%flat%on%the%tenor.%%And%some%days%I’ll%do%a%
sort%of%trumpety%thing%and%go,%I’ll%just%see%how%high%I%get%just%as%a%…%just%throw%one%
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in.%%And%some%days%I%might%go%more%than%an%octave%above%the%F%on%the%tenor.%%I%
very%rarely%go%above%harmonic%D%on%an%alto%(Davis,%2015).%
Preconceived%notions%of% the%saxophone%sound% is%a% factor% in%performers’%use%of% the%
higher%range.%Hamilton%(2015)%says%“I%think%it’s%because%maybe%performers%think%that%
the%artist’s%perception%of%the%saxophone%is%one%of%sort%of%a%big%singing%thing%rather%than%
going%down%to%the%bottom%of%the%horn.”%It%should%also%be%noted%that%on%the%printed%page%
Branford% Marsalis’% soprano% saxophone% solos% may% appear% low% but% are% actually% an%
octave%higher%than%if%they%were%played%on%tenor.%They%are%of%similar%tessitura%to%most%
alto%and%tenor%saxophone%solos%found%in%popular%music%(see%Figure%5.1).%
(
Figure(5.1:%Alto%and%Tenor%Saxophone%Altissimo%Register3%
                                                
3 The%altissimo% register%varies%amongst%performers%but% is%generally% regarded%as%seen% in%Figure%5.1.%
These%are%the%ranges%described%by%Davis%(2015),%however,%Snitzer%states%he%can%play%higher%on%the%
tenor%than%on%the%alto%once%perceived%in%concert%pitch%(2015).%Pickett%is%highly%renowned%for%his%abilities%
playing%in%the%altissimo%register%and%easily%surpasses%the%altissimo%F%given%in%the%above%diagram,%as%
seen%in%his%solo%on%Katy%Perry’s%‘Last%Friday%Night.’%
3
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In%his%own%playing,%Higgins%felt%he%overused%the%altissimo%register%and%he%now%tries%to%
play%his%solos%without%it:%%
That’s%another% thing%about%pop%music%and%even%Sanborn% is%a%good%example,% is%
everybody%thinks%that%pop%sax%solos%need%to%be%high.%And%I%used%to%do%that%all%the%
time.% I%used% to%play%harmonics% like%crazy.%And% I%had%started%hearing% it%back%on%
records,%that%sounds%awful,%so%squeaky.%If%you%can’t%say%it%in%the%horn%then%you’re,%
you%know,%like%I%always%use%that%high%note%as%a%little%gift,%a%get%out%of%jail%card.%%But%
you%hear%those%50s%guys,%they%don’t%really%go%up%that%high.%I%mean%as%much%as%I%
love%like%Lenny%Pickett,%I%mean%that%is%so%outrageously%great,%unbelievable.%I%mean%
I% couldn’t% even%carry%his% case,%what%he%can%do,% it’s% so%great.%But% in%a%way% just%
playing%in%the%horn%is%a%great%thing%and%you%get%to%hear%the%horn.%Because,%when%it%
gets%up%really%high%it%loses%some%tonal%quality%(Higgins,%2015).%
The%Higgins%solos%studied%as%part%of%this%research%largely%use%harmonics%(altissimo)%
but%the%period%of%study%is%twenty%years%before%the%interviews%and%Higgins%states%that%
his%approach%to%solos%has%changed.%In%Higgins’%2001%jazz%solo%on%‘Count%Bubba,’%for%
Gordon%Goodwin’s%Big%Phat%Band,%he%keeps%his%solo%entirely%“in%the%horn”%(Higgins,%
2015).%The%key%also% impacts% the%conscious% range%Higgins%employs% for%solos% (ibid.)%
although% today,% that%would% remain%within% the%horn.%The% ‘say% it%on% the%horn’%method%
contrasts%with%Watts’%approach,%who%uses%the%altissimo%register%to%give%him%a%greater%
palette%with%which%to%construct%solos.%
                                                
NB.%In%concert%pitch%the%baritone%saxophone%is%one%octave%below%the%alto%saxophone.%Some%models%
have%an%extra%half%step%capability%below%the%other%saxophones%(bottom%A).%In%concert%pitch%the%soprano%
saxophone%is%one%octave%the%tenor%saxophone.%
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Well,%particularly%for%me%it%was%just%trying%to%extend%the%instrument.%Basically,%for%
me%it%makes%it%…%it%gives%me%a%larger%vocabulary%if%I%can%play%four%octaves,%then%it's%
better% than% three% because% there's% more% notes% to% choose% from,% plus% there's%
fingerings%for%all%those%notes,%they're%a%part%of%the%horn.%I've%spent%all%my%life%every%
day%practising%and%working%on%my%altissimos%for%clarity,%for%pitch,%for%sound,%so%that%
they%sound%like%a%part%of%the%horn%(Watts,%2015).%
Ability%level%in%the%altissimo%register%varies%between%saxophonists.%Helliwell%comments%
that%he%has%a%limited%ability%in%that%register%so%he%plays%up%there%less%than%some%of%his%
contemporaries%(2015).%Different%saxophones%(alto,%tenor,%soprano)%are%used%to%create%
solos,%but%generally%the%tessitura%used%is%remarkably%similar.%Although%there%is%some%
diversity%between%the%needs%of%different%recordings,%solos%on%popular%music%recoridngs%
are%usually%pitched%in%the%middle%to%upper%registers%of%alto%and%tenor%saxophones%to%
overcome%potential%production%issues.%%
%
Blues%References%%
Saxophone%solos%in%popular%music%recordings%are%invariably%imbued%with%blues%
inflections.%Melodic%lines%are%commonly%built%on%the%hexatonic%blues%scale%(see%Figure%
5.2)%derived%from%the%key%of%the%recording.%The%addition%of%pitches%foreign%to%a%diatonic%
key,%such%as%the%minor%third%(especially%over%major%or%dominant%harmony),%the%raised%
fourth%or%lowered%fifth%and%the%lowered%seventh%gives%a%particularly%bluesy%sound%
%
Figure%5.2.%Hexatonic%Blues%Scale 
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Blues%language%can%be%found%in%many%solos%from%the%period%of%this%study%and%is%used%
by%nearly%all%interviewees%(Table%5.1).%All%the%interviewees%saw%blues%harmony%as%an%
important%component%of%solos%for%a%popular%music%recording,%even%those%who%did%not%
use%it%in%their%charting%solos.%
Player( Recording(((((((((((Artist((Year)(
Key/((
Tonality( Bar(Numbers(*(Blues(Inflection
4(
Snake%%%%%%%%%%%
Davis%
%
‘Change’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
Lisa%Stansfield%
(1991)%
E%min% 79*81:%Bb%used%as%b5%over%Em%harmony%
‘A%Million%Love%
Songs’%%%%%%%%%%%%%%
Take%That%(1992)%
Eb%Maj% 9:%Hint%of%#4/b5%(see%Melodic%Analysis%below)d%%%%%%%
%%%%[frequent%b3/b7%usage%throughout%solo]%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
‘Moving%On%Up’%%%%%%%%%%%%%%%%%%%%%%%%
M%People%(1993)% A%min% 13:%D#%as%#4%over%Am%harmony%Dorian%+%#4/b5%
%
Andy%%%%%%%%
Hamilton%
%
‘Rio’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
Duran%Duran%(1982%
UK/1983%US)%
D#%min% 110(&(115:%A§%used%as%b5%over%D#%harmony%
‘I’m%Your%Man’%%%%%%%%%%%%%%%%%%%
George%Michael%
(1985)%
E%Maj% 65*72:%frequent%use%of%D§d%b3%over%B%harmony%
John%%%%%%%%%
Helliwell%
%
‘Bloody%Well%Right’%%
Supertramp%(1974)%
C7%
(dominant%
groove)%
69:%F#%as%#4%and%Eb%as%b3%over%C7d%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
[significant%use%of%these%notes%until%piece%ends]%
‘Give%A%Little%Bit’%%%%%%%%%%%%%%%%%%%
Supertramp%(1977)%
B%(F#%
dominant%
passage)%
43*47:%E§%as%b7%over%F#,%A§%also%used%b3%
‘The%Logical%Song’%%%%%%%%%%
Supertramp%(1979)%
A%min%to%
bar%89%
then%A7%
%
56*66:%Eb%used%as%b5%over%Am%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
98*118:%Eb%/D#%used%as%b5/#4%over%A7%harmony%%%%%%%%%%%
111*123:%C§%used%as%b3%over%A7%harmony%
‘It’s%Raining%Again’%%
Supertramp%(1982)%
G%(alto%
pitch)%
C%(tenor%
pitch)%
51*8:%Bb%used%as%b3%over%IGIVGiiGV%in%G%(alto%sax%pitch)d%
100*129:%Eb%used%as%b3%over%same%progression,%but%in%C%
(tenor%pitch)%
‘Heart%Don’t%Change%
My%Mind’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
Diana%Ross%(1992)%
A min 4:%Eb%used%as%b7%over%F%or%b5%of%Am%key%overall%
Gary%%%%%%%%%%%%
Herbig%
%
‘She%Works%Hard%
For%The%Money’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
Donna%Summer%
(1983)%
Bb%min% 7:%Fb%as%b5%over%Bbm7%
‘Some%Guys%Have%
All%The%Luck’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
Rod%Stewart%(1984)%
G#min%
(bridge%of%
recording)%
15: D§ as%b5%over%G#m%
‘(I’ve%Had)%The%Time%
of%My%Life’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
Bill%Medley%and%
F# Maj 6:%A§%as%b3%over%F#      %%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
7:%BGCGC#GA%as%4Gb5G5Gb3%relating%to%key%chord%of%F#%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
                                                
%
5 Helliwell%begins%recording%on%alto%and%later%switches%to%tenor.%
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Jennifer%Warnes%
(1987)%
8:%A§%as%b3%of%F#%key%
Dan%%%%%%%%%%%%
Higgins%
%
‘Love%On%The%
Rooftop’%%%%%%%%%%%%
Cher%(1989)%
G%Maj% 8:%Bb,%b3%of%G%
‘Jazzman’%%%%%%%%%%%%%%%%%%%%%%%%%%%%
The%Simpsons%
(1995)%
A%Maj%
26:%C§%as%b3%over%A%chord/harmonyd%%%%%%%%%%%%%%%%%%%%%%%%%%%%28:%
G§%as%b7%over%A%chord/harmonyd%%%%%%%%%%%%%%%%%%%%%%%%%%%%30*31:%
both%C§%and%C#%used%over%A%harmony%
Chris%%%%%%%%%%%
Hunter%
%
‘So%This%Is%
Romance’%%%%%%%%%%%%%%
Linx%(1982)%
B%Maj% 5:%D§%as%b3%over%B%
‘A%Solid%Bond%In%
Your%Heart’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
The%Style%Council%
(1982)%
F#%Maj%
1:%both%3rds%of%key%(A§%and%A#)%used%in%pickupd%%%%%%%%%%%%%%%%%%%
3:%%A§%(b3%of%F#%harmony)d%also%occurs%bars%8G9,%%
%%%%%14G16%
Lenny%%%%%%%%%%
Pickett%
‘The%Bitch%Is%Back’%%%%%%%%%%%%%%%%%
Elton%John%(1974)% Bb%Maj%
5:%E§%as%#4%and%Ab%as%b7%over%Bb     %%%%%%%%%%%%%%%%%%%%%%%%%%%%9:%
Db%as%b3%over%Bb%
Andy%%%%%%%%%%%
Snitzer%
‘Waiting%For%A%Star%
To%Fall’%%%%%%%%%%%%%%%%%
Boy%Meets%Girl%
(1987)%
G%Maj%
12:%F§%as%b7%of%key%of%G%(likely%Snitzer%was%intending%%
%%%%%%b3%of%dominant%D%chord)%
Ernie%%%%%%%%%%%%%
Watts%
‘Never%Let%Her%Slip%
Away’%%%%%%%%%%%
Andrew%Gold%(1978)%
C%Maj% 6:%Eb%as%b3%over%C%chord%%
‘I%Just%Wanna%Stop’%%%%%%%%%%%%%%%%%
Gino%Vannelli%
(1978)%
F#%Maj! 2:%E§%as%b7%over%F#%Maj7%
‘Arthur’s%Theme%
(Best%You%Can%Do)’%%%%%%%%%%%%%%%%%%%%%%%%%%%%%%
Christopher%Cross%
(1981)%
A/F#%Maj% 13:%C§%as%b3%of%key%of%A%over%D%chord,%also%b5%of%D%
‘Love%Is%In%Control’%%%%%%%%%%%%%%%%%%
Donna%Summer%
(1982)%
B11
(dominant%
vamp)%
4:%F§%(b5)%and%D%natural%(b3)%over%B11%groove%
James%%%%%%
Valentine%
‘Nobody%But%You’%%%%%%%%%%%%%%%%%%%%%%%
Absent%Friends%
featuring%Wendy%
Matthews%(1990)%
F#%Maj% 11*12:%A§%and%E§%as%b3%and%b7%over%F#%chord.%E§%also%%%%
%%%%%%%%%%%found%as%b3%in%bar%15%
(
Table(5.1:(Blues%References%in%Solos%Played%by%Interviewees6(
All% interviewees%agreed% that%blues% language%was% relevant% in%popular%music%soloing%
even% if% the% songs% are% not% bluesy.%Marsalis% (2016)% said% blues% scale% references% are%
included%“because% it%works.%The%blues% is% the%original%pop%music”,%and%Watts%(2015)%
said,%"even%when%it’s%not%bluesy%at%all,%if%you%play%a%line%that%includes%that,%it%works%for%
                                                
6 All%keys%and%blues%references%are%provided%in%saxophone%pitch. 
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the%tune.”%As%much%popular%music%in%the%period%of%this%study%grew%out%of%the%blues,%it%
seems%correct%to%consider%the%language%of%the%blues%as%a%kind%of%melodic%legacy.%R&B%
music% is%strongly% influenced%by%blues%music,%so% there% is%a%natural%sense%of%playing%
musical%language%reflecting%the%blues%genre.%
The% development% of% blues% into%more% recent% genres% such% as% rock% ‘n’% roll% and%R&B%
extends%beyond%blues%being%a%predecessor%of%popular%music.%%The%blues%legacy%is%farG
reaching.%It%has%influenced%many%great%saxophone%players%who%in%turn%have%influenced%
subsequent%saxophone%players%(Watts,%2015).%%
It%comes%from%blues,%yeah,%we%all%come%from%blues,%Cannonball%came%from%blues,%
Coltrane%came%heavily%from%blues,%Ornette%Coleman,%heavily%from%the%blues,%you%
know%(ibid.).%
Hamilton%suggests%that%saxophonists%believe%producers'%perceptions%of%the%instrument%
are%associated%with%the%blues%and%that%"it's%hard%to%get%away%from%the%blues"%(2015).%
Pickett%described% the%undeniable% link%between%popular%music%and%blues%music%and%
underlines%the%racial%and%cultural%links:%
Well,%I%don’t%know,%blues%licks%or%I%mean%that%scale%if%you%want%to%call%it%that,%the%
ambiguous%third,% the%ambiguous%seventh,% the%flatted%fifth,%used% in%a%major% triad,%
they’re%all%part%of%blues%vernacular.%And%that%vernacular% is% inherently%part%of% the%
music%…%Popular%music%in%the%United%States%is%born%out%of%the%African%diaspora,%
there's%no%way%around%that.%You%know%the%New%Orleans%music%that%sort%of%was%the%
progenitor%of%the%whole%thing%was%born%out%of%the,%you%know,%African%diaspora,%the%
gospel%music%and%blues%music%were%all%born%out%of%that.%%And%there%wouldn't%have%
been,%you%know,%if%you%track%like%New%Orleans%jazz%to%swing%to%jump%blues%which%
was%a%small%band%swing%to%rock%n%roll,%it's%a%seamless%progression%(Pickett,%2015).%
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Blues% influences% can%also%emotionally% affect% the% recording% in% different%ways.%Watts%
(2015)% says% that% “it% warms% up% the% music”.% However,% those% inflections% can% lead% in%
another%direction:%
You've%got%a%pop%song%which%is%quite%major%and%quite%pretty%and%then%the%player%
comes%on,%and%he%sort%of%dirties% it%up%by%hitting% those% flattened% fifths%and%minor%
thirds%over%the%major%third%.%.%.%he's%thinking,%yeah,%I'm%just%going%to%add%a%little%touch%
of%sleaze%to%this,%and%you%know,%take%it%somewhere%else%for%those%eight%bars%and%
then%bring%it%back%to%the%more%safe%way%that%it%started%in%(Davis,%2015).%
Although%stating%that%vocal%imitation%is%not%part%of%his%saxophone%playing,%Herbig%says%
he%learnt%to%play%the%blues%from%imitating%vocalists,%and%frequent%blues%licks%are%evident%
in% his% playing% (Table% 5.1).% As% both% vocal% imitation% and% blues% language% are%
acknowledged%parts%of%saxophone%solos%in%popular%music%Herbig’s%statement%provides%
correlation%between%these%two%phenomena.%%
(
Melodic(Analysis%
Appendix% D% comprises% transcriptions% of% the% charting% saxophone% solos%
performed% by% interviewees% of% this% project% and% analysed% as% part% of% this% study.%Also%
included%are%solos%by%David%Sanborn%(unavailable%for%interview),%King%Curtis,%Junior%
Walker%and%Hank%Crawford%whose%melodic%language%was%referenced%by%the%interview%
participants.%Through%analysis%of%these%transcriptions%several%traits%and%patterns%have%
been%identified%which%contribute%to%defining%the%melodic%language%of%saxophone%solos%
in%popular%music.%%
Rather% than% following% a% chordGbyGchord% approach% or% playing% associated%modes% or%
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scales% to% chords% interspersed% with% chromaticism,% as% one% might% encounter% in% jazz%
soloing,% solos% on% popular% music% recordings% feature% a% language% that% is% somewhat%
pentatonic% in% nature,% centred% around% the% key% of% the% recording,% or% section% therein.%
Higgins%(2015)%refers%to%this%approach%as%‘glossing’%where%the%individual%chords%of%the%
backing%harmony%are%secondary%to%the%key%of%the%song.%
Some%musicians%who%use%primarily%pentatonic%or%blues%scales%for%solos%say%it%is%not%
conscious%(Helliwell,%2015d%Davis,%2015),%although%on%sessions%and%gigs%Davis%(2015)%
has% received% requests% to% be% less% jazzy% or% bluesy,% leading% to% this% simpler% melodic%
approach.%Other%performers%consciously%choose%to%“[gloss]%over%[the%backing]%in%more%
of%a%pentatonic%way”%(Higgins,%2015).%%
If%you%play%into%that%like%a%bebopper%or%playing%a%melodic%minor%and%hit%all%the%…%
you’re%sort%of,%you’re%going%another%way.%I%mean%Gerald%[Albright]7%and%some%other%
guys%do%it,%it%doesn’t%mean%you%can.%You’re%allowed%to%get%away%with%a%little%bit%of%
that%kind%of%stuff%on%a%record.%I%just%don’t%think%it%fits%most%things.%It%has%to%be%just%a%
little%bit%more%[simple]…%(ibid.).%
Although% not% employing% a% pentatonic% approach,% Marsalis’% clearly% uses% language%
simpler%than%his%jazz%vocabulary%for%popular%music%solos.%Marsalis%plays%modally%(A%
Dorian)%on%‘Fortress%Around%Your%Heart’%(Figure%5.3).%
%
                                                
7 Higgins%mentioned%Gerald%without%giving%a%surname.%It%is%assumed%he%was%speaking%about%
saxophonist%Gerald%Albright.%
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%
Figure(5.3:%Branford%Marsalis%Solo:%Sting%–%‘Fortress%Around%Your%Heart’,%Bars%1G10%
He%plays%modally%on%‘Englishman%In%New%York’%when%he%is%providing%fills%behind%the%
vocalist%but%in%the%jazz%solo,%mid%song,%chromaticism%consistent%with%bebop%language,%
is%heard%(Figure%5.4).%Marsalis%plays%more%simply%in%his%popular%music%soloing%than%in%
jazz%contexts%because%of%a%lack%of%chromatic%alteration.%
%
Figure(5.4:%Branford%Marsalis%Solo:%Sting%–%‘Englishman%In%New%York’,%Bars%4G7%
Only%one%analysed%solo,%James%Valentine’s%‘Barbados’,%consists%entirely%of%notes%from%
the%pentatonic%scale%built%on%the%tonic%chord%of%the%key%in%this%case%the%D%Major%played%
over%a%pattern%of%chords%I,%IV,%V%and%vi%(see%Figure%5.5).%
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%
Figure(5.5:%James%Valentine%Solo:%The%Models%–%‘Barbados’,%Bars%9G16%
Three%solos%appear%to%be%constructed%entirely%from%the%general%hexatonic%blues%scale%
including%Snake%Davis’%‘Change’%and%Ernie%Watts’%‘Love%Is%In%Control.’%David%Sanborn’s%
solo%on%the%bridge%of%David%Bowie’s%‘Young%Americans’%also%just%fits%this%description%
(Figure%5.6).%If%it%were%not%for%a%brief%appearance,%in%bar%5,%of%C§%as%the%#4/b5%the%solo%
would%be%completely%built%using%the%F# minor%pentatonic%scale.%%
%
Figure(5.6:%David%Sanborn%Solo:%David%Bowie%–%‘Young%Americans’,%Bars%5G8%
Blues% scale% solos% are% a%multipurpose% solution% to% providing% a% solo% of% effective% and%
orthodox%language%in%different%situations.%These%complete%blues%scale%solos%are%placed%
above%significantly%different%backing%material:%two%over%a%largely%static%harmony%(Watts%
and%Davis)%whereas%the%Sanborn%solo%occurs%over%a%moving%sequence.%Also,%Watts%
plays%his%blues%scale%solo%over%a%dominant%chord,%whereas%the%solos%by%Davis%and%
Sanborn%are%played%over%minor%keys.%In%each%of%these%examples%the%blues%scales%are%
oriented%the%keys%same%way%(1, b3, 4, #4/b5, 5, b7),%despite%the%different%tonalities%of%the%
backings.%
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Solo begins at 2.15
end solo 2.28
 
 
153
Athough%the%majority%of%solos%studied%in%this%research%do%not%rigidly%consist%of%either%
pentatonic% or% blues% scale% language% there% is% a% clear% pentatonic% feel% to% the%melodic%
language% of% many% of% the% solos.% Some% phrases% are,% or% are% primarily,% pentatonic,%
therefore%keeping% the%overall% language% idiomatic.%There%are%many%examples%of% this%
pentatonic%language,%including%Figures%5.7,%5.8%and%5.9.%
%
Figure(5.7:%Dan%Higgins%Solod%Cher%G%‘Love%On%The%Rooftop',%Bars%9G10%
%
Figure(5.8:%Andy%Hamilton%Solod%George%Michael%G%‘I'm%Your%Man’,%Bars%70G71%
%
Figure(5.9:%Snake%Davis%Solod%M%People%G%‘Moving%On%Up',%Bars%9G12%
%
Both%forms%of%the%pentatonic%scale%(1, 2, 3, 5, 6%and%1,%b3,%4,%5,%b7)%are%a%pattern%of%whole%
steps%and%minor%thirds,%so%whenever%these%intervals%appear%in%melodic%language%it%will%
appear%pentatonic,%even%if% the%solo%overall% is%strictly%so.%Note%in%Davis’%solo,%over%A%
minor%(Figure%5.9):%as%the%second%is%present,%B§%in%bar%10,%(and%F#%appears%later%in%the%
solo)%it%is%Dorian%rather%than%minor%pentatonic%yet%plentiful%pentatonic%shapes%are%found%
elsewhere%in%his,%and%others’%melodic%language.%
Many%solos%appear%to%be%built%on%a%scale%that%is%more%than%the%basic%blues%scale%but%
has%aspects%of%its%character.%The%amount%of%the%blues%scale%character%included%varies%
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between% saxophonists% and% is% influenced% by% harmonic% progressions,% but% generally,%
popular%music%solos%are%built% using% the%scale%outlined% in%Figure%5.10,% the%Versatile%
Blues%for%Pop%scale.%
%
Figure(5.10:%Versatile%Blues%for%Pop%Scale%
The%main%features%of%this%scale%are%the%inclusion%of%both%thirds%and%the%occasional%use%
of% the%#4/b5%and%major%seventh.%Brackets%are% included%around% lesser%used%notes%as%
they% appear% a% smaller% amount% in% soloing% language% than% both% thirds.% Omitting% the%
bracketed%notes%provides% the% scale% shown% in%Figure%5.9,% henceforth% known%as% the%
Mixolydian%Double%Third.%
%
Figure(5.11:%Mixolydian%Double%Third%Scale%(Versatile%Blue%for%Pop%Scale%Minus%Bracketed%
Pitches)%%
Some%solos%consist%primarily%of%the%Mixolydian%Double%Third.%If%the%bracketed%notes%of%
the%Versatile%Blues%for%Pop%scale%are%used%they%are%only%hinted%at%or%heard%as%quick%
passing%notes%or%grace%notes.%The%Versatile%Blues% for%Pop%scale% is%not%specifically%
defined%in%any%literature%although%it%contains%elements%of%several%documented%scales,%
each%referred%to%as%‘the%blues%scale’%as%discussed%in%Chapter%2’s%literature%review.%The%
Versatile%Blues%for%Pop%scale%differs%from%Benward%and%Saker’s%blue%scale%(2003%p.%
39)%in%that%it%includes%the%tritone%as%well%as%including%both%thirds%and%both%sevenths.%
The%Mixolydian%Blues%scale%(Guitar%Player,%2017)%scale%ignores%the%interchangeable%
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sevenths%and%does%not%acknowledge%the%minimal%role%the%#4/b5%plays%compared%to%the%
minor%third%and%scale’s%other%pitches,%hence%the%bracketing%in%the%Versatile%Blues%for%
Pop%scale.%Beasley%and%Neff’s%hybrid%scale,%the%Double%Dominant%Blues%scale%(Neff,%
2010)%built%of%the%blues%scale’s%pitches%with%another%blues%scale%commencing%a%minor%
third%below%does%not%reflect%using%both%sevenths.%
%
Major%Keys%
The%Versatile%Blues% for% Pop% scale%works%well% over% nonGcomplicated% chordal%
backings%in%major%keys.%There%is%flexibility%to%play%both%thirds%as%the%flattened%one%also%
works%well%over%major%harmony.%The%scale%must,%however,%be%altered%when%the%music%
is%based%in%a%minor%tonality%as%discussed%later%in%this%chapter.%Frequently%some%notes%
of%the%scale%are%omitted,%using%the%Mixolydian%Double%Third%scale,%but%on%occasion%the%
entire%scale%is%heard%within%a%solo.%The%most%important%element%of%the%Versatile%Blues%
for%Pop%scale%when%used%in%a%major%tonality%is%that%both%thirds%are%available.%%
Some%solos%are%use%what%would%be%a%major% pentatonic% scale% if% it%were%not% for% the%
inclusion%of%the%b3.%This%occurs%in%‘Love%On%The%Rooftop’,%(Figure%5.12)%where%Higgins%
plays%a%major%pentatonic%solo%with%the%addition%of%the%minor%third%of%the%key%near%the%
end%of%bar%8.%This%gives%a%bluesy%seventh%sound%in%relation%chord%IV%above%which%it%is%
heard.%%%%
%
Figure(5.12:%Dan%Higgins%Solod%Cher%–%‘Love%On%The%Rooftop’,%Bars%5G8%
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A%similar%effect%is%found%in%bars%2%and%4%of%David%Sanborn’s%solo%on%‘How%Sweet%It%Is’%
(Figure%5.11)%where%the%b3%(G)%of%the%key%(E)%is%used%over%a%chord%other%than%the%tonic,%
a%common%trait%in%solos%found%on%popular%music%recordings.%
%
Figure(5.13:%David%Sanborn%Solod%James%Taylor%–%‘How%Sweet%It%Is%(To%Be%Loved%By%You)’,%
Bars%1G4%
Sanborn%also%uses%the%b3%of%the%key%in%bar%2%creating%a%#4/b5%moment%over%chord%vi%(C#%
minor).%However,% there% are% no% #4/b5’s% over% the% tonic% chords% in% either%Sanborn’s% or%
Higgins’%solos.%%
In%‘A%Million%Love%Songs’%Davis%uses%the%Mixolydian%Double%Third%scale%to%play%his%solo%
(Figure%5.14).%
%%%
Figure(5.14:%Mixolydian%Double%Third%Scale%Used%by%Davis%in%‘A%Million%Love%Songs'8%%
in%this%example%(Figure%5.15)%it%is%clear%both%thirds%are%being%used%over%the%tonic%triad.%
This%distribution%of%pitches%precisely%matches%the%Versatile%Blues%for%Pop%scale%when%
the%bracketed%notes%are%excluded%i.e.%the%Mixolydian%Double%Third%scale.%Similarly%to%
                                                
8 Davis%also%uses%E§%and%A§%(once)%as%grace%notes%(or%similar%quick%notes),%though%the%E§%always%falls%
on%the%C7%secondary%dominant%chord%V/ii. 
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Sanborn’s%solo%for%‘How%Sweet%It%Is’,%Davis’%first%two%solo%sections%uses%both%thirds%of%
the%key%but%seems%to%draw%the%line%at%using%#4/b5%(A§)%of%the%key%(apart%from%one%fast%
passing%note%in%bar%9).%This%accords%with%his%statement%that%he%would%get%his%“fingers%
rapped”%if%he%got%“too%bluesy%or%jazzy”%(Davis,%2015)%in%a%session.%Davis%also%largely%
limits%the%use%of%the%b3%of%the%key%to%chords%other%than%the%tonic%similar%to%Sanborn’s%
solo%on% ‘How%Sweet% It% Is.’%The%F#/Gb% does% feature%over%Eb% chords%but%not%until% the%
second%page%of%the%transcription.%
%
Figure(5.15:%Snake%Davis%Solod%Take%That%–%‘A%Million%Love%Songs’,%Bars%4G109%
Another%prime%example%of%the%Mixolydian%Double%Third%scale%is%Dan%Higgins’s%solo%on%
‘Jazzman’,%featured%in%The%Simpsons%season%six,%episode%twentyGtwo%(Figure%5.16).%
Higgins% (2015)% describes% the% backings% as% without% sevenths% and% as% “white% bread.”%
There%could%be%debate%over%the%harmonic%context%of%an%alternating%sequence%of%G%and%
A%triads%over%an%A%pedal.%The%G%naturals%could%be%construed%as%a b7.%However,%a%G%
                                                
9 The%F#’s%in%this%example%are%interpreted%as%minor%thirds%of%the%key%of%Eb. 
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Maj% triad% played% over% an% A% pedal% could% also% be% interpreted% as% A11.% But% taken% in%
isolation% the%A%Maj% triad% definitely% reflects%Higgins’% description.% This% harmony,%with%
arguable%lack%of%sevenths,%allows%Higgins%to%weave%his%own%ideas%onto%the%backing%
regularly%playing%both%thirds%of%the%key%(A)%over%both%the%G/A%and%A%chords%and%utilising%
the%dominant%seventh%to%provide%a%distinctly%bluesy%or%jazzy%feel%in%line%with%the%song.%
Higgins%does%not%use% the% #4/b5% (of% the%key)% so% the%melodic%vocabulary% is% similar% to%
Davis’%solo%on%‘A%Million%Love%Songs.’%It%is%also%evident%that%the%melodies%created%by%
Higgins%adhere%to%the%principle%of%glossing%over% in% the%overall%key%(A),%even%though%
using%chord% bVII%over% the% tonic%pedal% is%a%nonGstandard%chord%and%not%a%secondary%
dominant%chord%as%played%over%by%Davis%in%‘A%Million%Love%Songs’.%%
%
Figure(5.16:%Dan%Higgins%solod%The%Simpsons%–%‘Jazzman’,%bars%3G11%
It%should%be%noted%that% this%approach%uses%all% the%pitches%of% the%Mixolydian%Double%
Third% scale,% rather% than% the% Neff% (2010)% or% Beasley% (2012)% approach% of% weaving%
between% two%pentatonic%or%blues%scales.% In% ‘Jazzman’% (bars%30G31)%one% third% leads%
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directly%to%another%in%the%form%of%an%ornament%or%grace%note,%and%a%singular%blues%scale%
alone%does%not%have%both%thirds.%%
Of%all%the%major%key%solos%in%this%study,%the%use%of%both%thirds%is%a%much%more%common%
and% idiomatic% practice% than% adding% #4/b5% activity% or% using% variable% sevenths.% The%
Mixolydian%Double%Third%scale%is%therefore%often%used%in%preference%to%the%Versatile%
Blues%for%Pop%scale%for%soloing.%The%bluesy%effect%created%by%using%both%3%and%b3% is%
effectived%only%hinting%at%the%#4/b5%prevents%solos%becoming%overpowered%by%the%blues%
scale%vernacular.%Interestingly,%interviewees%seemed%unaware%of%the%disparity%between%
how%much%they%used%the%b3%and%#4/b5.%%
Tritones%(of%the%key)%are%not%commonly%found%but%when%isolated%occurrences%are%found%
they%tend%to%be%at% the%end%of% longer%solos%where%an%additional%melodic%device%may%
prove%useful,%e.g.%Helliwell's%solo%on%‘Bloody%Well%Right'%begins%in%bar%69%but%the%#4/b5 
does%not%occur%until%bar%79%(Figure%5.17).%%%
%
Figure(5.17:%John%Helliwell%Solod%Supertramp%–%‘Bloody%Well%Right’,%Bars%79G81%
Differences%in%the%approach%to%soloing%in%major%keys%depends%on%the%overall%feel%of%a%
recording.%Solos%that%do%not%use%the%minor%third%in%the%major%key%tend%to%be%somewhat%
saccharine%in%nature%(‘Search%For%a%Hero’%G%Davis,%‘I%Love%Your%Smile’%G%Marsalis)%or%
have%much%more%of% the%harmony% laid%out% through%extended%chords%(seventh,%ninth,%
eleventh)%in%the%backing%harmony%(‘I%Can’t%Wait’%G%Higgins).%Some%major%key%solos%are%
kept% deliberately% simple% at% the% behest% of% the% producer:% on% one% occasion% James%
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Valentine%was%asked%“Can%you%just%give%me%like%a%single%note?”%%It%is%assumed%that%this%
was%his%solo%on%‘Barbados’%which%begins%with%a%repeated%pitch%(Figure%5.18).%%
%
Figure(5.18:%James%Valentine%Solod%The%Models%–%‘Barbados,%Bars%1G8%
Pickett’s%solo%on%‘Last%Friday%Night’,%included%in%this%study,%although%from%some%years%
later%(2010),%does%not%contain%both%thirds.%The%tonic%chord%of%the%key%does%not%appear%
in% the% chord% sequence% and% its% absence% may% well% have% prompted% less% chromatic%
melodic% language%from%the%soloist%despite% the%flagrant%use%of% the%altissimo% register.%
The%saxophone’s%variety%of%tonal%possibilities,%including%growling,%mean%that%there%are%
ways% to% add% bluesy% or% impure% timbral% qualities% to%music% without% necessarily% using%
melodic%devices.%%
Despite%the%wide%usage%of%the%Mixolydian%Double%Third%scale%many%major%key%solos%
use%both%sevenths.%The%b7%is%established%blues%vernacular%and%although%the%(major)%7%
may%seem%incongruous%there%are%many%compelling%reasons%for%its%inclusion.%Much%like%
the%ninth,%the%(major)%7%is%a%‘sweet’%note%and%according%to%Valentine%(2016),%unusable%
in%rock%‘n’%roll.%However,%in%dominant%harmony,%undoubtedly%linked%with%the%concept%of%
blues,%the%(major)%7%is%the%most%fitting%passing%note%to%place%into%a%Mixolydian%mode%to%
make%an%eight%note%bebop%scale%(D.%Baker,%2005,%pp.%1G2)%as%shown%in%Figure%5.19.%
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%
Figure(5.19:(Bebop%Dominant%Scale%(Baker,%2005,%p.%2)%
Bebop%scales%fit%better%against%common,%fourGfour%time%than%seven%note%scales%hence%
the%need% to%add%an%extra%note.%Furthermore,% the% (major)%7% of% the%key%provides% the%
(major)%3%of%the%dominant%(chord%V)%in%standard%diatonic%harmony.%
Contrary%to%jazz%practice%of%dominant%bebop%scales%mentioned%above%this%study%shows%
solos%based%on%dominant%harmony%bluesGbased%vamps,%such%as%Helliwell’s% ‘Bloody%
Well%Right’%or%Watts’%‘Love%Is%In%Control’%do%not%tend%to%use%the%major%seventh.%Playing%
the%flattened%seventh%of%the%tonic%key%creates%the%alternate%bluesy%third%of%the%dominant%
chord%as%illustrated%in%Snitzer’s%solo%on%‘Waiting%For%A%Star%To%Fall’%(Figure%5.20)%where%
both%F§%and%F#%are%played%over%the%dominant%chord%(D).%%
%
Figure(5.20:%Andy%Snitzer%Solod%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%Bars%4G6%
Playing%both%sevenths%is%essentially%the%same%process%as%using%both%thirds%of%the%tonic%
key%except%it%now%occurs%over%the%dominant%chord.%in%bar%6%of%Snitzer’s%solo%in%Figure%
5.20%the%flattened%bluesy%seventh%is%highlighted%when%voiced%above%the%major%seventh.%
This%is%similar%manner%to%the%way%a%pianist%would%voice%a%#9%chord%with%the%major%third%
an%octave%below%the%#9%avoiding%minor%ninth%intervals%between%notes%in%chords%(Levine,%
1996%p.%84).%
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Although%Helliwell’s%solo%on%‘My%Kind%of%Lady’%(Figure%5.21)%seems%as%if%it%could%have%
been%preconceived%rather%than%improvised,%it%should%be%noted%that%the%major%7%primarily%
occur%on%the%dominant%chords%(as%major%3),%not%appearing%as%sweet%sevenths%on%tonic%
chords.% Once% the% dominant% chord% has% passed,% language% similar% to% the% major%
pentatonic%in%nature%(without%the%seventh)%is%again%used%by%Helliwell.%This%is%yet%another%
example% of% the% relationship% between% dominant% harmony% and% the% use% of% the%major%
seventh%of%the%key.%
%
Figure(5.21:%John%Helliwell%Solod%Supertramp%G%‘My%Kind%of%Lady’,%Bars%16G18%%
Chris%Hunter,%renowned%for%his%speed%and%virtuosity,%uses%both%sevenths%in%his%solo%on%
‘So%This%Is%Romance,’%however,%there%are%reasons%for%both%notes%being%employed.%The%
chord% sequence% for% this% solo% is% a% vamp% of% IGbVIIGIV6GbVI% providing% a% descending%
stepwise%bass% line% (B,%A,%G#,%G).%The%descent% falls%short%of% reaching% the%dominant%
before% the%restart%of% the%vamp% in% the%manner%of%an%Andalusian%cadence.%When%the%
(major)%7%is%played%Hunter%generally%uses%the%A#%as%a%passing%note%between%the%third%
and%second%over%G,%the%final%chord%in%the%series%(Figure%5.22).%
%
Figure(5.22:%Chris%Hunter%Solod%Linx%G%‘So%This%Is%Romance’,%Bars%3G5%%
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This% gives% a% bluesy,% b3% moment% over% the% G% chord,% already% established% as% the%%
dissonance%most%frequently%found%in%popular%music%saxophone%solos.%He%did%not%use%
the%(major)%7%of%the%tonic%chord%elsewhere%in%the%solo.%%
In%other%examples%the%(major)%7%is%used%however%the%sense%of%glossing%over%the%chord%
sequence%is% lost.% Instead,%the%changes%in%the%chord%sequence%is%being%outlined.%An%
example%of%this%is%Marsalis’%solo%on%Shanice's%‘I%Love%Your%Smile'%(Figure%5.23)%where%
rather%than%glossing%over%in%the%key%of%F,%Marsalis%outlines%the%E%minor%chord%wherever%
it%appears.%He%then%highlights%harmony%again%by%switching%back%from%B§%to%Bb%in%the%
harmony%in%bar%3%over%the%G%minor%chord.%The%B§’s%are%also%not%an%example%of%blues%
language%#4%of%the%key%as%they%precisely%fit%the%harmony%of%the%E%minor%chords.%
%
Figure(5.23:(Branford(Marsalis%Solod%Shanice%G%‘I%Love%Your%Smile',%Bars%1G6%
When% the% harmonic% progressions% are% in% continual% movement% it% is% not% possible% to%
employ%the%‘glossed%over’%approach.%Examples%include%Watts’%solo%on%‘Arthur’s%Theme%
(Best%You%Can%Do)’%where%the%harmony%uses%the%circle%of%fifths%in%a%similar%manner%to%
American%Songbook%standards%such%as%‘Fly%Me%To%The%Moon’%and%‘All%The%Things%You%
Are.’%The%jazz%solo%in%‘Englishman%In%New%York’%is%also%omitted%from%analysis%as%the%
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manner%of%playing%is%deliberately%representative%of%jazzd%Indeed,%Marsalis%is%doing%his%
best%to%avoid%playing%a%conventional%popular%music%solo.%%
In%glossing%over%the%harmony%there%is%a%clear%consensus%of%playing%to%the%overall%key%
rather%than%the%individuals%chord%within%the%backing%harmony.%This%could%be%described%
as%a% focus%on% the%horizontal% (key)% rather% than% the%vertical% (chords).%This% is%clear% in%
chord% vamps% that% are%not% basic%diatonic% structures%of% their% key.%Davis’s% solo%on% ‘A%
Million% Love% Songs’% is% almost% stringently% Mixolydian% Double% Third,% over% the% chord%
sequence%of% IGV6GV/iiGiiGV%where%he% largely% ignores% the% secondary%dominant% chord.%
This% is% in% line%with%Higgins’%(2015)%thinking%that%saxophone%players%find%it%difficult% to%
refrain% from% relating% to% the% harmony% of% specific% chords% whilst% glossing% over% the%
sequences,%particularly%where%there%is%pull%from%other%chords.%
%
Minor%Keys%
When% playing% in% minor% keys% the% saxophonist’s% approach% to% improvisation%
requires%some%adjustment.%The%practice%of%using%both%thirds%needs%to%be%rethought%as%
\3%is%no%longer%used.%As%a%result,%there%is%a%marked%increase%in%the%use%of%#4/b5,%(typically%
occurring% above%Dorian%mode)%with% almost% no%major% seventh% activity% in%minor% key%
solos.%This%was%demonstrated% in%Table%5.1% (pp%133G134),%which% indicates% that% #4/b5%
mostly%occurs%in%minor%keys,%and%that%b3%in%a%major%key%is%a%far%more%commonly%utilised%
bluesy%device%in%solos.%
The%scale%played%most%frequently%by%saxophonists%in%minor%keys%is%shown%in%Figure%
5.24.% It% is%similar% to% the%blues%scale%hybrids%discussed%by%Beasley% (2012)%and%Neff%
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(2010)% but% lacks% the% \3.% As% there% are% multiple% blues% scale% hybrids,% including%
superimposing%the%Mixolydian%mode%and%blues%scale%to%form%the%Mixolydian%Blues,%it%
is%wise%to%coin%a%new%name%for%the%scale%saxophonists%play%in%solos%in%minor%keys%as%
found%in%my%analyses.%It%will%be%referred%to%as%the%DorianGPlus%scale%(Figure%5.24).%It%
resembles%the%Lydian%dominant%scale%(Mode%4%of%melodic%minor,%Figure%5.25)%in%that%it%
contains%a%s4%and%b7%but%does%not%have%a%\3,%and%the%s4%is%an%extra%note,%not%part%of%the%
mode/scale.%
%
Figure(5.24:%DorianGPlus%Scale%
%
Figure(5.25:%Lydian%Dominant%Scale%
In%a%minor%key,%the%sound%of%the%tritone%is%not%as%jarring%as%in%the%major%key.%As%the%
minor%key%is%darker%than%the%major,%the%incorporation%of%the%tritone%is%less%incongruous.%
As%the%relative%minor%is%a%minor%third%below%the%major%key,%the%tritone’s%place%is%now%
effectively%where%the%added%b3 fell%in%major%harmony.%It%effectively%assumes%the%same%
role%as%the%b3%in%major%keys.%Minor%key%solos%are%similar%to%major%key%solos%in%their%use%
of%pentatonic%sounding% language.%Often% they%are%built% from%minor%pentatonic%scale,%
blues%scale,%Dorian%mode%or%DorianGPlus%scale.%%%
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In%the%example%shown%in%Figure%5.26%Davis%largely%uses%the%minor%pentatonic%as%the%
glossing%language,%however,%the%solo%shows%the%entire%DorianGPlus%scale%through%its%
brief%employment%of%the%major%second,%#4%and%major%sixth%scale%degrees.%%
%
Figure(5.26:%Snake%Davis%Solod%M%People%G%‘Moving%On%Up’,%Bars%9G16%
The%DorianGPlus%scale%builds%on%the%blues%scale%so%that%there%is%a%greater%palette%of%
notes%available% to%performers%whilst% still% omitting%notes%and%playing% in%a%pentatonic%
manner%still%provides%the%allusion%of%glossing%over%the%chord%sequence.%Of%the%solos%
transcribed%for%this%thesis,%only%John%Helliwell’s%solos%on%‘Long%Is%The%Road’%and%‘Heart%
Don’t% Change%My%Mind’% feature% the% natural% minor% (Aeolian%mode)% rather% than% the%
Dorian.%This%is%reflective%of%the%chord%sequences%of%both%recordings%where%bVI,%a%major%
chord,% correlates%with% the% flattened%sixth%used% in% the% improvised%melody.%The%sixth%
scale% degree% is% largely% absent% from% both% solos% but,% when% it% is% briefly% seen,% the% b6%
features%in%the%melody%rather%than%its%§6%Dorian%counterpart%(Figure%5.27).%
%
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%
Figure( 5.27:% John% Helliwell% Solod% Diana% Ross% G% ‘Heart% Don't% Change% My% Mind',%%%%%%%%%%%
% Bars%1G8%
John%Helliwell’s%treatment%of%the%minor%scale%in%his%solos%is%far%more%chromatic%than%
many%of%his%contemporaries.%In%the%‘The%Logical%Song’%(centred%in%A%minor)%his%first%
solo%uses%both%major%and%minor%thirds%scale%degrees.%The%C#/Db%does%not%coincide%with%
tonic%chord%and%is%also%used%as%a%fast%appoggiatura%or%chromatic%passing%tone.%This%
crunchiness%matches%the%raw%aesthetic%of%his%growling%and%the%lyrics%and%music%(Figure%
5.28).%
%
Figure(5.28:%John%Helliwell%Solod%Supertramp%–%‘The%Logical%Song’,%Bars%56G60%
When%in%the%second%solo%when%A%minor%is%replaced%by%an%A7%tonality,%Helliwell%performs%
a%much%simpler,%and%somewhat%unusual%DorianGPlus%solo.%These%direct%contradictions%
show% that% Helliwell% is% not% taking% a% formulaic% approach% to% the% music% but% simply%
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responding%to%the%music%in%a%more%of%an%extemporaneous%manner%as%confessed%during%
his% discussion% of% his% approach% during% interview.% In% other% examples,% Helliwell%
approaches% solos% as% if% they% are% two% separate% entities% with% major% harmonic% shifts%
between%the%two%sections.%In%‘Give%A%Little%Bit’%he%takes%a%minor%pentatonic%approach%
to%the%first%half%of%the%solo%until%bar%42%where%he%takes%plays%the%Versatile%Blues%for%Pop%
scale%in%F#%(Figure%5.29).%
(
Figure(5.29:%John%Helliwell%Solod%Supertramp%–%‘Give%A%Little%Bit,%Bars%37G46%
%
Origins%of%the%Melodic%Language%
Lenny% Pickett% and% Chris% Hunter% both% offered% opinions% on% the% origins% of% the%
musical%language%studied%in%this%thesis.%They%specified%that%the%language%of%celebrated%
saxophonist%David%Sanborn% is% like%saxophonists% from%an%earlier%era% (Pickett,%2015d%
Hunter,%2015).%Hunter%(2015)%said%Sanborn%“really%is%verbatim%King%Curtis%in%terms%of%
motif%vocabulary.”%However,%analysis%shows%his%language%to%be%closer%to%Junior%Walker%
& ###### cAlto Sax. ı21 ı13 Ó ‰ œ œ ≈ œ ≈ œD
#m .œ œ .œ œ œ œ œ Œ
G#m
& ######
37
Ó ‰ œ œ œ œœ œ œ œ3
D#m
.œ œ œ œ œ œ Œ
G#m
Ó ‰ œ œ ≈ œ œ
D#m œ œ œ œ ˙3 3E G
#m F#
& ######
41
‰ Jœ œ œ œ œ œ œ .œ œ œ œ3
A E
˙ Ó
F#
≈ œ œn œ œ œ œ œ œn œ œœ œ œ œ œ
œ œ3
& ######
44
˙ Ó ‰ . œ œn œ œ œ œ œ œ œ œ œ œ œ .œ œ Jœ ‰ Œ ‰ . rœ
& ######
47
œ œn œ# œ œ œ œn œ œ œ œ œ
œ œn3 3 .˙ Œ
B
ı43
Give A Little Bit
Alto
www.saxsolos.com
2005
John Helliwell
Supertramp Words and music by
Rick Davies and Roger Hodgson
#15 US, #29 UK
Produced by Supertramp
(1977) - Supertramp
Transcription by Curtis Swift, purchased from saxsolos.comTranscription #27
Alto Sax solo by John Helliwell
 
 
169
and%Hank%Crawford.%Sanborn%hosted%and%played% in% the%band%on%a%TV%show,%Night%
Music%from%1988G90,%and%Pickett%describes%an%occasion%when%Hank%Crawford,%a%blues%
saxophone%player%who%played%with%Ray%Charles,%guested%with%the%band:%
Hank%blows%and%then%Sanborn%blows,%and%it's%like%hand%in%glove%.%.%.%it’s%like%they’re%
playing%the%same%music,%in%fact%they%sound%like%the%same%guy.%And%if%you%take%that%
and%go%back,%a%generation%or%so,%where%that%music%came%from,%like%who%was%Hank%
Crawford%listening%to,%people%like%‘Cleanhead’%Vinson%and%Louis%Jordan%and%like%
that,%it’s%obvious%that%they’re%all%the%same%thing%(Pickett,%2015).%%%
Pickett%is%referring%to%the%performance%of%‘The%Peeper,’%which%is%available%on%youtube.%
In%this%performance%#4/b5%language%is%evident%in%the%head,%but%less%so%in%the%solos%other%
than%as%quick%passing% tones.%Much%more% is%made%of% the%dual% thirds,% like% the%solos%
studied%in%this%document.%In%his%solo%on%‘The%Peeper’%Sanborn%uses%the%#4/b5%of%the%key%
more%than%Crawford,%usually%over%chords%other%than%the%chord%I%(E7),%akin%its%common%
usage% in% solos% in% popular%music.% ‘The% Peeper’% is% a% twelve% bar% blues% so% there% are%
similarities%harmonically%and%structurally%with%much%popular%music,%even%though%this%
recording%is%an%example%of%instrumental%blues.%%
Hunter%likens%Sanborn%to%King%Curtis,%who%played%solos%on%various%hit%records%in%the%
1950s%and%1960s,%but%there%are%differences%to%the%vocabulary%studied%in%this%thesis.%In%
‘Yakety%Yak,’%Curtis’%melodic%language%is%more%basic%in%shape%than%found%in%Sanborn’s%
solo%work.%The%chord%changes%are%quite%clearly%marked%within%the%improvised%melody%
so%the%effect%of%glossing%over%the%sequence%is%not%as%apparent%as%in%more%recent%solos.%%
In%bar%7%of% this%solo% in%A%(Figure%5.30),%Curtis% lands%squarely%on%C§%highlighting%the%
flattened%seventh%of%chord%IV% in% the%blues%sequence.% In%bar%11%he% lands%on%G#,% the%
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major%third%of%chord%V,%a%pitch%that%does%not%lie%in%the%Mixolydian%mode%or%blues%scale%
of%chord%I%(it%is%the%bracketed%major%7%in%the%Versatile%Blues%for%Pop%scale).%Although%
Curtis%descends%in%the%next%bar%to%a%flattened%seventh%of%the%key%(G§),%playing%the%minor%
third%over%chord%V%in%a%similar%manner%to%Sanborn%in%‘How%Sweet%It%Is,’%there%are%clearly%
differences%in%approach.%Curtis%is%highlighting%the%chord%sequence%rather%than%glossing%
over%it.%%
%
Figure(5.30:%King%Curtis%Solod%The%Coasters%–%‘Yakety%Yak’,%Bars%3G13%
This%method%of% highlighting% the% sequence% is% also%evident% in% ‘Charlie%Brown’%where%
Curtis%again%follows%the%chords%(Figure%5.31):%
%
Figure(5.31:%King%Curtis%Solod%The%Coasters%G%‘Charlie%Brown’,%Bars%1G9%
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In% ‘Charlie%Brown’,%Curtis%uses%variable% thirds% rather% than%creating% fully%blues%scale%
based%language%with%the%#4/b5%(the%#4/b5%feature%is%also%absent%in%his%solo%on%‘Yakety%
Yak’).%Although% these% two%Curtis% solos%appear% to%disprove% the%notion%of%Sanborn’s%
language%being%derivative,%only% limited%attention%has%been%given% to%Curtis’%solos%as%
they%are%from%1958%and%1959%and%as%this%project%primarily%focuses%on%music%from%1972G
1995.%These%examples%are%songs%which%use%only%primary%chords,%a%common%practice%
in%early%rock%‘n’%roll%practiced%indeed,%the%harmonic%language%of%some%of%the%recordings%
from% this%era%are% limited% to% just%one%chord!%From%1972G1995%a% far%greater% range%of%
harmonic%complexity%is%evident.%However,%the%approach%of%many%saxophone%players%
from%this%period%was%not%to%outline%the%harmony%as%clearly%as%Curtis.%
Junior%Walker,%a%contemporary%of%Curtis,%played%melodic%vocabulary%like%that%found%in%
later%solos.% In%his%solo%on%1965's% ‘Shotgun’%he%does%not%outline% the%chord%changes,%
instead% using% a% Mixolydian% scale% with% b3.% Walker’s% solo% on% 1981’s% ‘Urgent,'% by%
Foreigner,%takes%an%almost%entirely%minor%pentatonic%approach.%It%is%based%around%the%
tonic% chord% and% does% not% outline% the% harmony.% There% are% lots% of% tonal% effects% and%
inflections%used%by%Walker%through%this%solo%which%provide%a%bluesy,%or%even%primal%
feeling%without%using%notes%from%the%blues%scale.%
Popular%music%soloing%vocabulary%from%the%era%focused%on%in%this%study%is%often%based%
on% the%Mixolydian%Double%Third%and%much%more% like%Walker’s% playing% than%Curtis’.%
Crawford's%playing%is%also%like%the%more%modern%language%but%with%increased%use%of%
#4/b5%inflection.%However,%this%blues%device%typically%appears%later%in%solos%rather%than%
as%a% fundamental%component,% in%a%similar%way% to%how% it%appears% in% longer%popular%
music%solos%of%the%era.%%
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(
Overview(
Popular%music%saxophone%soloing%language%needs%to%be%confidently%performed%
yet% simple%and%singabled% soloists% largely% restrain% themselves% from%playing%anything%
virtuosic.%The%use%of%the%upper%and%altissimo%registers%is%used%to%cut%through%dense%
backing%textures.%The%same%tessitura%(range%at%concert%pitch)%is%employed%no%matter%
whether%the%solos%are%performed%on%alto%or%tenor%(or%soprano)%corresponding%to%the%
human%vocal%range.%%
Blues%language%is%common,%however,%it%is%generally%less%explicit%than%deploying%all%of%
the%hexatonic%blues%scale.%The%melodic%lack%of%complexity%is%also%evident%in%performers%
glossing%over%the%chord%sequence%rather%than%individual%chordsd%the%melodic%language%
relates% to%key.%Solos%are%pentatonic,%built%on% the%blues%scale%or%on% the%new%scales%
defined%in%this%thesis:%(‘Versatile%Blues%for%Pop’%scale,%the%‘Mixolydian%Double%Third’,%
‘Dorian%Plus’).%There%are%variations%in%approach%between%major%and%minor%keys%but%the%
glossing% approach% remains.% Popular% music% saxophone% soloing% language,% played%
between% 1972% and% 1995,% is% unchanged% melodically% from% that% played% on% blues%
recordings%by%Hank%Crawford%and%Junior%Walker.%The%language%is%played%across%many%
genres%of%popular%music.%Melodic%phrases%related%to%key%rather%than%chord%become%
movable%building%blocks%producers%can%manipulate%as%they%choose%with%insignificant%
concern%for%harmonic%changes%in%the%recording.%Perhaps%the%popular%music%of%1972G
1995%requires%this%melodic%glossing%as%it%does%not%contain,%or%with%to%draw%attention%to,%
any%thought%provoking%harmonic%progressions.%It%certainly%suggests%the%role%of%melody%
to%be%subservient%to%the%methods%of%producers.%
(
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CHAPTER(6(–(TECHNIQUES(AND(MUSICAL(DEVICES(REGULARLY(USED(BY(
SAXOPHONISTS(SOLOING(ON(POPULAR(MUSIC(
“Well%there’s%cliché%and%then%there’s%cliché”%(Hunter,%2015) 
(
Introduction(
According%to%Chris%Hunter%"the%R&B%language%is%a%very%specific%language,%just%
there’s%certain%things%that%work%and%certain%things%that%really%just%don’t%work”%(2015).%It%
is%a%distinct%language%that%is%“much%more%sort%of%rationalised”%and%“abbreviated”%than%
that%used%in%jazz%(ibid.).%
And%that’s%all%that%really%works%in%that%genre.%%So%when%people%say,%“You’re%playing%
clichés,%You’re%not%really…%so%it’s%not%the%right%word,%it’s%relevant%language%is%really%
what%it%is…%there’s%certain%things%on%a%saxophone%that%will%always%work.%%And%the%
question%is%delivering%them%in%a%way%that%sounds%new%but%in%fact%is%still%the%cliché%
you’re%trying%to%avoid%(ibid.).%%
This%chapter%discusses%musical%devices%heard%regularly%in%popular%music%saxophone%
solo% language,% techniques% and% other% distinctive% approaches% of% fulfilling% the%
requirements% of% solos.% This% includes% assessing% the% awareness% and% deployment% of%
musical% clichés% in% solos% and% presenting% a% catalogue% of% commonly% used% devices%
including% openings,% endings,% Motown% phrasing,% grace% notes,% scotch% snaps,% the%
‘Cannonball% Lick’% and% various% timbral% techniques.% Other% approaches% to% soloing%
including%performing%the%melody%of%the%song%and%reiterating%improvised%material%are%
then%presented.%Devices%are%drawn%from%transcription%analysis%and%those%mentioned%
at%interviews.%
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This% further%expands% the%examination%of%musical% language% in%Chapter%Five%without%
referring% specifically% to% harmony.%The%discussion%examines% the%origins,% psychology%
and%impact%of%devices%used%by%saxophonists,%their%application,%and%how%some%devices%
became%synonymous%with%specific%performers.%In%this%chapter%terms%such%as%‘reusable%
language’,%‘melodic%devices’,%‘licks’,%‘stock%vocabulary’,%and%‘genre%devices’%are%used%
interchangeably,%however,%a%‘cliché,’%as%well%as%being%the%same%as%all%of%the%above,%is%
the%term%used%when%a%melodic%device%has%become%so%established% it%has%become%a%
stereotype%of%‘cheesy’%pop%saxophone%solos.%When%a%device%becomes%so%established,%
such%as%the%high%note%ending,%there%is%a%desire%to%avoid%perpetuating%the%cliché%idea.%
Marsalis%admits%he%tries%to%avoid%playing%this%ending%(2015)%and%Snitzer%says%%
I%mean%there’s%a%lot%of%saxophone%solos%like%that,%it%seemed%to%suit%the%music.%But%
then%at%some%point%I%think%the%whole%world%was%like,%okay,%we’ve%heard%enough%of%
that.%So%we’ve%got%to%try%something%else%(2015).%
The% term% ‘approach’% is%used% to%describe% the%specific%method%of%providing%a%solo%or%
phrases% therein% and% ‘technique’% a% physical% nuance% of% saxophone% performance%
practice,%for%example%vibrato.%%
%
Awareness(of(Clichés%
Without%doubt%clichés%are%used%in%creating%effective%saxophone%solos%in%popular%
music.%Some%stock%vocabulary%appears% in% solos%by%multiple%saxophonists%whereas%
other% reusable% licks%are%particular% to% individuals% (as% illustrated% later% in% the%chapter).%
Whether% reusable% melodic% devices% are% deliberately% used% or% consciously% avoided%
differed%between%interviewees.%
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Hamilton%(2015)%and%Marsalis%(2016)%believe%cliché%phrases%to%be%part%of%their%playing%
but% they%are% "never% the% intent"% (Marsalis,% 2016).%For%Marsalis%using%clichés% is% "just%
doing%what%the%song%requires"%(ibid.).%Watts%see%his%own%signature%language%as%part%of%
his%identity.%
I%think%we%all%have%our%stylistic%stuff.%I%mean%that’s%what%makes%us%who%we%are.%I%
have%things%that%I%do%in%the%altissimo%range%that%are%sort%of%a%trademark%of%mine.%I%
have%blues%things%that%I%do%on%R&B%and%pop%stuff%that%are%probably%signature%things%
of%mine.%I%think%we%all%have%those%things%(Watts,%2015).%
Davis,%Snitzer,%and%Higgins,%although%conscious%of%clichés%within%their%playing,%do%not%
deliberately%use%stock%vocabulary%(2015).%Analysis%of%Higgins'%solos%shows%there%to%be%
some%recurring%shapes,%he%does%not%appear%to%deliver%from%a%bag%of%tricks%in%the%way%
a%jazz%performer%may%insert%a%iiGVGI%lick.%His%preference%is%to%focus%not%on%if%the%content%
of% the%solo%constructed% from% resuable% language%or%clichés,%but% "[delivering]% it% right"%
(Higgins,%2015).%%
Snitzer% (2015)% sees% any% clichéd% phrases% in% his% own% vocabulary% as% “a% contextual%
building%block”%rather%than%them%being%used%because%he%doesn’t%“have%anything%else%
to%play”.%Similarly,%Davis%is%aware%of%clichés%in%his%own%playing:%
Yeah.%There%some%gigs%that%I’m%aware%when%I%do%them,%that%it’s%something%I%do%a%
lot.%It%doesn’t%bother%me,%it’s%just%I%kind%of%just%acknowledge%it%in%my%mind%that%I’ve%
played%a%sort%of%stock%Snakey%phrase,%which%probably%was%a%stock%King%Curtis%one.%
I%remember%that%old%chestnut%pops%out.%But%I%never%intend%them.%I%never%slam%them%
in%deliberately%(2015).%
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Conversely,%Gary%Herbig% (2015)% is%very%aware%of%his% favourite% licks%and%developed%
terminology%for%them.%Hunter%(2015)%too%finds%that% in%his%solos%for%popular%music%he%
would% be% thinking% “motif,”% considering% “what% melodically% kind% of% works% in% a% given%
situation.”%He%says%he%had%his%own%clichés%that%“worked%pretty%well”:%
I%remember%meeting%Billy%Lyle%who’s%a%keyboard%player,%who%worked%a%lot%for%the%
producer%Chris%Neil%and%he%heard%me%at%a%gig%once.%He%says,%“Mate,%you’ve%got%
some%really%nice% licks.”%And%I% thought% that’s%exactly%what% I%wanted%to%hear.%You%
know,% because% I% felt% at% that% point% it% was…%my% vocabulary% was%motifGbased% as%
opposed%to%sort%of%fully%formed%linear%kind%of%knowledge,%you%know%(ibid.).%
That%Hunter%took%feedback%as%a%compliment%shows%his%lick%based%soloing%method%to%
be%how%he%was%expected%to%function%even%if%it%differs%from%any%notion%that%soloing%be%
spontaneously% improvised% and% not% preGcomposed% (Marsalis,% 2016).% Instead% of%
improvising,%crafting%a%solo%motivically%delivering%preGexisting%thoughtGout%or%practiced%
phrases%lowers%the%mental%workload%required%of%a%soloist% in%the%recording%studio.%In%
naming% his% licks% Herbig% shows% professional% pride% in% their% effectiveness% therefore%
agreeing%with%Hunter’s%deployment%of%licks%as%correct%professional%practice.%
According%to%Pickett%(2015),%"genre%devices"%work%so%there%is%no%need%to%deliberately%
venture%away%from%them%for%the%sake%of%it.%Using%them%is%equivalent%to%the%use%of%verseG
chorus%form%in%songwriting.%
Because%it%works,%it’s%like%you%don’t%question%the,%you%know,%if%it%feels%right,%maybe%
you’re% responding% to% like% things%because% there’s%a%genre% that’s%already%existent%
and%you’re%contributing.% It’s% like%writing%a%haiku%or%something% like% that,%you%stay%
within%the%form%of%the%haiku,%you%stay,%you%don’t%like%wander%away%from%that%and%
go%like,%play%a%really%low%note%at%the%end.%Just%to%be%different.%%We’re%contributing%
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to% a% genre% and% to% some% extent% there’s% expectations.% And% you% adopt% those%
expectations%as%part%of%your%own%life%experience%(Pickett,%2015).%
Clichés% can% be% viewed% a% as% valuable% tool% that% provides% effective% material% for% an%
idiomatic%solo.%Avoiding%them%for%the%sake%of%it%limits%a%saxophonist’s%ability%to%provide%
effects%desired%by%producers%and%potentially%the%larger%cliché%sought%by%the%producer%
in%requesting%a%saxophone%solo.%Although%the%romantic%ideal%of%solos%being%improvised%
and% not% containing% any% preconceived% ideas% is% therefore% ignored,% reusable%melodic%
devices%and%clichés%are%an%invaluable%source%for%producing%the%idiomatic%language%of%
a%specific%genre.%None%of%the%solos%examined%in%this%thesis%are%completely%constructed%
from%clichés.%A%measured%approach%between%genre%devices%and%improvised%melody%
occurs%no%matter%whether%the%solo%developed%from%the%approach%of%deploying%licks%and%
clichés%or%a%saxophonist%seeking%to%improvise%a%suitable%solo%to%fulfil%the%requirements%
of%the%recording.%The%use%of%clichés%and%the%concept%of%improvisation%are%not%mutually%
exclusive.% They% coGexist% and% can% be% successfully% integrated% and% need% not% be%
incongruent%to%create%effective%solos.%In%the%realm%of%popular%music,%few%players%can%
wholly% avoid% gestures% and% patterns% as% building% blocks% in% their% improvisations,% as%
personal%signatures%or%in%providing%the%solo%sought%by%producers%in%hiring%them.(
(
Catalogue(of(Frequently(Used(Melodic(Devices(%
Openings%
A% set% of% melodic% devices% commonly% used% to% open% solos% emerged% from% the%
analyses%and%interviews.%Although%some%performers%commenced%solo%with%a%distinct%
improvised%melody,%often%a%melodic%device%was%played.%As%some%devices%became%so%
frequent%they%became%cliché%certain%performers%consciously%tried%to%avoid%them.%One%
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example% is% the% ‘opening% flourish’,% a% rapid% sequence% of% notes% where% the% performer%
quickly%ascends%in%pitch%to%commence%their%feature.%It%provides%an%energetic%rush%with%
which%to%commence%the%solo.%It%typically%consists%of%a%scale%or%arpeggio%and%generally%
functions%as%an%upbeat.%Herbig%named%this%device%his%‘Opening%3D’%and%used%it%in%four%
of%the%five%charting%recordings%on%which%he%played%(Figures%6.1,%6.2,%6.3%and%6.4).%It%
should% also% be% noted% that%many% saxophone% solos%which% do% not% commence%with% a%
particular%cliché%device%ascend%melodically,%therefore,%feeling%like%they%are%setting%off%
somewhere%even%if%they%do%not%possess%the%energy%of%the%Opening%3D%flourish.%(
In%major%tonality%recordings%such%as%‘She’s%Like%the%Wind’%and%‘On%The%Radio,’%(Figures%
6.1%and%6.2)%Herbig%uses%the%major%diatonic%scale%for%his%Opening%3D%flourish:(
%
Figure(6.1:%Gary%Herbig%Solod%Donna%Summer%G%‘On%The%Radio’,%Bars%1G3%
%
Figure(6.2:%Gary%Herbig%Solod%Patrick%Swayze%G%‘She’s%Like%The%Wind’,%Bars%5G6%
When%the%tonality%is%minor,%in%‘Some%Guys%Have%All%The%Luck’%Herbig%uses%the%minor%
pentatonic%scale%for%the%opening%flourish%(Figure%6.3).%
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((
Figure(6.3:%Gary%Herbig%Solod%Rod%Stewart%G%‘Some%Guys%Have%All%The%Luck’,%Bars%1G4%%
Similarly,%in%‘She%Works%Hard%For%The%Money’%in%Bb%minor,%Herbig%uses%the%Bb%minor%
pentatonic% scale% minus% the% tonic% for% his% flourish,% however% the% missing% tonic% does%
appear%two%bars%later%(Figure%6.4).%
%
Figure(6.4:%Gary%Herbig%Solod%Donna%Summer%G%‘She%Works%Hard%For%The%Money’,%Bars%1G3%
The%truncated%version%of%the%scale%used%in%the%latter%examples%(Figures%6.3%and%6.4)%
reflects%the%lesser%range%of%notes%available%to%the%soloist%when%playing%in%a%minor%key%
(refer% to% Chapter% Five).% In% his% opening% flourishes% Watts% matches% Herbig% in% using%
diatonic%scales%in%major%keys%but%in%‘Arthur’s%Theme’,%heading%to%a%minor%chord%Watts%
uses% the% b7, b9%and%11th,%established%extensions% in% jazz%harmony,%of% the%preceding%
dominant%chord%(Figure%6.5).% It%also% is% fitting%because% ‘Arthur’s%Theme’% is%built%on%a%
chord%sequence%similar%to%the%circle%progression%seen%in%jazz%standards%like%‘Fly%Me%
To%The%Moon’%and%‘All%The%Things%You%Are’.%
%
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%
Figure(6.5:%Ernie%Watts%Solod%Christopher%Cross%G%‘Arthur's%Theme’,%Bars%1G3%
The%opening% flourish% is%also%a%device%used%by%Helliwell% (‘The%Logical%Song’,% ‘Heart%
Don’t%Change%my%Mind’)%and%Hamilton%(‘I’m%Your%Man’).%Other%famous%examples%of%its%
use% by% nonGinterviewees% include% Joel% Peskin% on% The% Beach% Boys’% ‘Kokomo’% and%
Michael%Brecker% on% James%Taylor’s% ‘Don’t% Let%Me%Be%Lonely%Tonight’.% Indeed,% the%
myriad%examples%of%the%opening%flourish%found%in%popular%music%elevates%it%to%the%status%
of%cliché.%%Although%Snitzer%uses%the%device%on%Carly%Simon’s%album%track%‘Lost%In%Your%
Love’,%he%states%that%he%“always%wanted%to%shy%away%from%that%one”%because%Michael%
Brecker%and%many%other%people%had%used%it%(2015).%At%interview%Snitzer%indicated%he%
did%not%wish%to%be%a%Sanborn%clone,%so%it% is%logical%he%would%also%consciously%avoid%
appearing%to%copy%Brecker,%the%other%preeminent%player%of%the%age.%
As%some%interviewees%(Watts,%2015d%Valentine,%2016)%mentioned%the%focus%they%place%
on%their%sound%when%soloing,%it%is%unsurprising%many%solos%begin%with%a%sustained%note.%
This%commonly%occurs%on%high%notes%and%is%an%ideal%way%to%showcase%timbre%as%in%
Figures%6.6,%6.7%and%6.8.%Figure%6.6%is%also%a%variation%on%imitating%the%vocal%melody%of%
the%chorus%which%begins%on%a%long%high%note%before%descending.%
%
Figure(6.6:%Ernie%Watts%Solod%Donna%Summer%G%‘Love%Is%In%Control’,’%Bars%1G3%
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%
Figure(6.7:%Gary%Herbig%Solod%Bill%Medley%&%Jennifer%Warnes%G%‘(I’ve%Had%The)%Time%%
Of%My%Life’,%Bars%1G2%
%
%
Figure(6.8:%Branford%Marsalis%Solod%Shanice%G%‘I%Love%Your%Smile’,%Bars%1G3%
Depending% on% the% feel% of% the% music% as% the% sax% enters,% the% sustained% note% may%
sometimes%sit%in%the%midGrange%of%the%horn.%When%solos%commence%with%these%lower%
sustained% pitches% (Figures% 6.9% and% 6.10),% the% music% is% typically% more% subdued% or%
ponderous:%
%
Figure(6.9:%Gary%Herbig%Solod%Patrick%Swayze%G%‘She’s%Like%The%Wind’,%Bars%1G2%
%
Figure(6.10:%Ernie%Watts%Solod%Ambrosia%G%‘Biggest%Part%of%Me’,%Bars%1G4%
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Establishing% timbre% using% sustained% notes% may% also% occur% shortly% after% another%
established%solo%opening.%Watts%commences%his%solo%on%‘I%Just%Wanna%Stop’%(Figure%
6.11)%with%Opening%3D%before%holding%a%note%for%two%beats.%
%
Figure(6.11:%Ernie%Watts%Solod%Gino%Vannelli%G%‘I%Just%Wanna%Stop’,%Bars%1G3%
Similarly,%Herbig%generally%plays%a%note% lasting%more%than%two%beats% in%the%opening%
phrase%of%his%solos%(Figures%6.3%and%6.9).%Of%his%five%charting%solos%only%one,%‘On%the%
Radio’,%does%not%conform%to%this%practice.%The%opening%of%Snitzer’s%solo%on%‘Waiting%
For%a%Star%to%Fall’%includes%a%sustained%high%G%which%not%only%reestablishes%his%sound%
quality%(there%are%four%bars%of%saxophone%in%the%introduction),%but%serves%as%the%high%
point%of%the%phrase%(Figure%6.12).%He%also%conforms%to%this%practice%in%his%nonGcharting%
solo%on%Carly%Simon’s%‘Lost%in%Your%Love’%(Transcription%#20%in%Appendix%D).%
%
Figure(6.12:%Andy%Snitzer%Solod%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%Bars%1G3%
Both%Pickett%solos%discussed%in%this%thesis%feature%lengthy%notes%in%their%first%phrases,%
however%the%sustained%opening%note%of%‘Last%Friday%Night’%(Figure%6.13)%is%so%high%any%
sense%of%smoothness%is%lost.%Pickett%adheres%to%a%common%practice%but%it%is%less%clear%
than%normal%due%to%him%indulging%his%sublime%ability%in%the%altissimo.%%
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%
Figure(6.13:%Lenny%Pickett%Solod%Katy%Perry%G%‘Last%Friday%Night’,%Bars%91G94%%
Using%sustained%notes%is%just%one%way%of%establishing%timbre%quality.%Timbre%can%be%
established% using% a% simple%melody% as% in% Higgins’% solo% on% ‘Love% On% The% Rooftop’%
(Figure%6.14).%%Here,%the%repeated%note%Higgins%iterates%at%the%beginning%of%the%solo%
similarly%establishes%timbre%as%playing%long%notes%which%comes%a%few%bars%later.%%
%
Figure(6.14:%Dan%Higgins%Solo:%Cher%–%‘Love%On%The%Rooftop’,%Bars%1G4%
Hunter,% wishing% to% be% known% for% his% virtuosity,% unsurprisingly% does% not% appear% to%
include% long% notes,% even% though% he% spoke% of% the% need% to% simplify% and% play%more%
motivically% in% popular% music% recordings% (2015).% Only% one% of% Hamilton’s% four% solos%
contains%a%particularly%long%note%at%the%beginning,%even%though%Hamilton%states%sound%
quality%to%be%a%vitally%important%aspect%of%soloing%on%popular%music%recordings.%%
%
%
%
%
%
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Endings%
Either%have%a%period%of%dying%down%at%the%end%or%go%out%on%a%high%when%you’re%
coming%into%the%chorus%(Helliwell,%2015).%
High% note% endings% occur% in% saxophone% solos% by% nearly% all% the% interviewees.%
Frequently%they%are%in%the%altissimo%register.%(Figures%6.15,%6.16,%6.17,%6.18%and%6.19).%
%
Figure(6.15:%Gary%Herbig%Solod%Donna%Summer%G%‘She%Works%Hard%For%The%Money’,%Bars%8G9%
%
Figure(6.16:%Andy%Snitzer%Solod%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%Bars%11G13%
%
Figure(6.17:%Lenny%Pickett%Solod%Elton%John%G%‘The%Bitch%Is%Back’,%Bars%10G11%
%
Figure(6.18:%Andy%Hamilton%Solod%Duran%Duran%G%‘Rio’,%Bars%119G122%
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%
Figure(6.19:%John%Helliwell%Solod%Supertramp%G%‘Give%A%Little%Bit’,%Bars%47G48%
If%it%is%decided%that%a%popular%music%recording%needs%a%saxophone%solo,%no%stereotypical%
effect%is%more%likely%to%be%requested%by%producers%than%the%high%note%ending%(Valentine,%
2016).%It%provides%a%musical%high%and%is%essential%in%satisfying%the%demands%of%creating%
an% idiomatic% solo% (ibid.)d% Pickett% (2015)% said,% “if% you% want% something% to% get% really%
exciting% at% the% end,% going% up% an% octave’s% not% a% bad% idea.”% However,% they% are% so%
ubiquitous%many%interviewees%reflect%on%them%as%overdone.%%
That%happens%with%all%that%kind%of%stuff%where%like%it%gets%to%some%high%note,%there's%
a%long%high%note,%then%you%get%out%of%the%solo%or%it%ends%on%a%long%high%note,%and%
so…%I%mean%there's%a%lot%of%saxophone%solos%like%that,%it%seemed%to%suit%the%music.%
But%then%at%some%point,%I%think%the%whole%world%was%like,%okay,%we've%heard%enough%
of%that%move.%So%we've%got%to%try%something%else%(Snitzer,%2015).%
To% ensure% solos% end% on% a% high,% reGrecording% the% end% of% solos% using% overdubs% is%
common%practice%(Hamilton,%2015d%Higgins,%2015).%The%high%note%ending’s%success%as%
a% cliché% is% not% always% guaranteed% as% it% depends% on% which% section% of% the% song%
immediately%follows%(Valentine,%2016d%Helliwell,%2015).%An%assumption%that%choruses%
generally%follow%high%notes%exists%as%it%is%unlikely%music%will%drop%in%intensity%if%a%high%
note%is%used.%This% is%examined%for%reliability% in%Chapter%Seven.%A%significant%drop%in%
energy%occurs%in%Valentine’s%solos%not%to%feature%a%high%note%ending%on%1990’s%‘Nobody%
But%You’,%but%he%admits%that%he%had%begun%trying%to%avoid%the%high%note%ending%cliché%
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by%that%point%in%his%career%(2016).%Marsalis%(2016)%also%tries%to%avoid%it,%but%says%“If%the%
producer%wants%it,%or%it%really%makes%the%song%better”%he%will.%
High%notes%provide%the%required%climactic%moment%for%saxophone%solos%(Herbig,%2015,%
Hamilton,%2015),%and%the%final%note%is%frequently%the%highest%in%the%solo.%%Considering%
the%saxophone’s%sexual%association%these%pitches%may%represent%a%sexual%climax%or%
conclusion.% It% is%sometimes% intensified%by%growling,%or%scooping%up% to% the%notes%as%
Snitzer%does%in%‘Waiting%For%A%Star%To%Fall.’%
The%other%most%common%saxophone%solo%ending%is%for%the%player%to%‘fallGaway’,%down%
a% scale% or% few% notes,% sometimes% while% performing% a% diminuendo% so% that% the%
instrument’s%withdrawal%from%the%limelight%appears%gradual%(Figure%6.20).%Although%it%
is%utilised%more%than%the%highGnote%ending%it%is%not%considered%such%a%cliché.%
%
Figure(6.20:%Gary%Herbig%Solod%Bill%Medley%&%Jennifer%Warnes%–%‘(I’ve%Had%The)%Time%Of%My%%
Life’,%Bars%7G8%%
This%falling%away%may%employ%the%diatonic%or%pentatonic%scales,%or%just%descend%a%small%
interval.%It%also%may%meander%down%the%scale%rather%than%being%a%direct%motion.%Some%
fallGaway%endings%stop%suddenly%so%a%solo%is%clearly%finished%before%a%new%section%of%
music%begins,%whilst%others%linger%on%a%sustained%note.%
FallGaway%endings%makes%sense%in%either%concluding%solos%whilst%preparing%listeners%
for%a%change%in%intensity%(new%verse,%bridge%or%middle%eight)%allowing%a%vocalist’s%reG
entry%to%increase%the%energy%level%of%the%music.%However,%are%also%used%when%a%big%
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chorus%follows%the%solo.%For%those%wishing%to%avoid%high%note%endings%the%fallGaway%is%
a% natural% solution,% as% the% performer% moves% towards% the% opposite% end% of% the%
instrument’s%range%although%rarely%going%below%the%instrument’s%middle%register,%the%
accepted%range%for%soloing%as%discussed%in%Chapter%Five%(Figures%6.20,%6.21%and%6.22).%
%
Figure(6.21:%Ernie%Watts%Solod%Gino%Vanelli%G%‘I%Just%Wanna%Stop’,%Bars%6G7%
%
Figure(6.22:%John%Helliwell%Solod%Diana%Ross%G%‘Heart%Don’t%Change%my%Mind’,%Bars%14G16%
Despite%fallGaway%endings%in%popular%music%effecting%a%gradual%descent%from%a%high%
note%they%do%not%appear%to%adhere%to%a%smoky%jazz%cliché%of%fading%out%in%a%manner%
that%makes%it%difficult%to%pinpoint%precisely%where%the%solo%endsd%solos%with%fallGaway%
endings%appear%to%finish%in%a%precise%way%(unless%the%entire%track%is%fading%as%the%solo%
ends).%With%popular%music%solos%being%often%the%last%overdub%recorded%in%a%session,%
the%finite%amount%of%time%to%perform%and%conclude%a%solo%before%the%vocal%reGentry%calls%
for%a%saxophonist%to%be%definite%in%where,%and%how,%they%close%their%brief%feature.%Merely%
performing%a%diminuendo%is%insufficient.%%
The%fallGaway%ending%is%often%like%a%sigh%that%ends%a%section%of%high%energy.%Solos%that%
finish% with% a% fallGaway% are% often% immediately% preceded% by% a% climactic% point% which%
contain%the%highest%notes%of%the%solo%(Figures%6.20,%6.23%and%6.24).%
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%
Figure(6.23:%Ernie%Watts%Solo:%Sergio%Mendes%–%‘Alibi’,%Bars%8G10%
%
Figure(6.24:%John%Helliwell%Solo:%Supertramp%–%‘Bloody%Well%Right’,%Bars%85G87%
The%fallGaway%ending%is%therefore%an%extension%of%a%preGemptive%high%note%ending,%or%
climax,%finishing%the%solo’s%story%in%a%manner%similar%to%an%epilogue%in%the%arc%of%a%book%
or%movie.%Falling%away%also%highlights%the%high%note%just%before%the%solo's%close.%This%
sense%of%denouement%is%patently%obvious%in%the%solos%which%utilise%a%fallGaway%(Figures%
6.20G6.25).%%
This%ending%is%also%used%in%Marsalis’%short%jazzGflavoured%solo%on%Sting’s%‘Englishman%
In% New% York’.% Time% restrictions% may% also% compel% fallGaway% endings% rather% than%
considering%them%being%a%specific%musical%soloing%device.%Even%considering%the%studio%
editing%of%many%solos%performers%will%still% try%and%provide%an%effective%conclusion%to%
their% improvised% output.% A% performer,% aware% that% their% solo% is% only% moments% from%
concluding,%can%fallGaway%with%more%ease%than%jumping%up%to%a%high%note.%
%
Figure(6.25:%Branford%Marsalis%Solod%Sting%G%‘Englishman%In%New%York,’%Bars%16G18%
& ## 44 Ó Œ œ œ œ œ œ œ œ œ
Bm11/A .œ Jœ œ œ œD6 œ ‰ Jœ œ œ œ
& ##
4
œ œ œ œ œ œ .œBm11 ≈ œn œ œ œb œ œ œ œ Œ
C11
‰ œ œ œ œ œ œ
D6 œ ‰ Jœ œ œ œ œ
& ##
8
œ œ œ œ œ jœ# œ œ œ œnBm11 ‰ œn œ œ œn œ œ œ œ œ œn
3
C11
wG#m/B
Alibi (1984) - Sergio Mendes
#29 US
©
Tenor Solo by Ernie Watts
words and music by
Tony Macauley and Tom Snow
3.00
2.41
Produced by Sergios Mendes 
and Robbie Buchanan
Tenor Sax.
T. Sx.
T. Sx.
&
82
Rœ ‰ . ‰ rœ# jœ œn œ œ œb œ œ œ œ œ ˙ œ œ œ œ œb œ œ œ œ œ œ œ œn œ œ# œ
œ œ œn
&
85
œ œ œb œ œ œ œ ‰ Œ
œ œb œ œ œ œ œb œ œ œ œ œ œ ˙ Ó
2 Bloody Well Right
www.saxsolos.com
2007
& #### 44Soprano Sax.
œ œ œ œ œ œ œ œ œ œ œ œ
(swung!)C#m
œ œ œ œn œ# œnsax solo (double x swing)
C#m7/F#
œ œ œb œn œ
B
& ####S. Sx.
4
‰ œ œ œ œ œn œ# œn
C#m7
œ œ œ œ œ Œ
jœb œn œ œ œn ‰ œ#
F#m7 œn ‰ œ œ œ œ œ# œn
B
& ####S. Sx.
8
œ œ œ œ ˙
C#m
‰ œ œ œ œ œb œn œ œ œ œ œ œ œ œ œ œ
F#m7 œ œ œn œ œ œ œ œ
B
& ####S. Sx.
12
œ œ œ œ œ œ œb œn
C#m œ œ œ œ œ œ œ œ œ œ œ œ œ œ
F#m7
œk œv
œ- œ^B
& ####S. Sx.
16
‰ œ œ œ Jœ ‰ œ œ œ3
C#m œ œ œ œ œ œ œ œ œ œ œ œ œn ˙ Ó
original tempo (drum solo)
& ####S. Sx.
19
Œ œ œ œ œ
C#m7 B
œ œ Œ Œ
F#m7 B
‰ jœn œ# jœ Œ . jœn Jœ#
C#m7 B œ œ Œ œn œ# œ jœ ‰
F#m7 B
& ####S. Sx.
23
‰ œ Jœ œ ≈ œ œ œ
C#m7 B
Jœ œ œ œ œ œ œ œ œ
F#m7 B œ œ œ œ œ œ œ œ œ
C#m7 B œ .œ œ œ œ œ œ œ œF
#m7 B
Englishman in New York (1987) - Sting
Words and Music 
by Sting
B Flat Soprano saxophone solo by branford marsalis
#54 Uk, #9 holland
Produced by
Sting and Neil Dorfsman
jazz solo ends.
 
 
189
The%fallGaway%ending%provides%a%concise%end%to%a%solo.%Time%limitation%means%many%
solos%that%do%not%utilise%the%high%note%or%fallGaway%ending%finish%in%a%‘placed’%manner%
due%to%the%soloist%being%acutely%aware%of%not%being%faded%out%or%cut%off%by%the%producer%
to%accommodate%the%vocalist's%reGentry%(Higgins,%2015).%It%is%also%evident%that%notes%to%
finish% a% solo% last% a% deliberate% number% of% beats% rather% than% ending% carelessly.% An%
example%of%carefully%placing%the%end%of%a%solo%is%seen%in%Figure%6.26.(
%
Figure(6.26:%Dan%Higgins%Solod%Deniece%Williams%G%‘I%Can’t%Wait’,%Bars%28G29%
(
(
Motown%Phrasing%
‘Motown%Phrasing’%is%an%articulation%pattern%commonly%found%in%solos%in%popular%
music%recordings.%It%is%soGcalled%because%it%is%“found%on%all%Motown%records”%(Herbig,%
2015).% It% consists% of% a% series% of% legato% notes% interjected% by% shorter,% staccato% or%
accented%notes%(Figure%6.27).%
%
Figure(6.27:%Gary%Herbig%Solod%Donna%Summer%G%‘She%Works%Hard%For%The%Money%’,%%
Bars%1G3%
Dan(Higgins%plays%in%this%manner%on%‘Love%On%The%Rooftop’%and%‘I%Can’t%Wait’%(Figures%
6.28%and%6.29).%
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%
Figure(6.28:%Dan%Higgins%Solod%Cher%G%‘Love%on%the%Rooftop’,%Bars%1G4%
%
Figure(6.29:%Dan%Higgins%Solod%Deniece%Williams%G%‘I%Can’t%Wait’,%Bars%20G27%
Although%often%these%short%notes%are%present%on%offGbeats%this%does%not%appears%a%rule%
for%their%deployment.%Many%examples%exist%of%short%notes%on%the%beat%such%as%those%
circled%in%Higgins’%solo%on%‘I%Can’t%Wait’,%above,%and%Snitzer’s%solo%on%‘Waiting%For%A%
Star%To%Fall’% (Figure%6.12).%Hunter,%Helliwell,%Watts%and%Pickett%also% interject%short,%
spiky% notes% into% their% otherwise% smoothly%melodic% solos.% These% short% notes% give% a%
sense% of% space% and% let% the% music% breathe,% whilst% providing% a% sense% of% flair% and%
excitement%and%when%off%the%beat,%they%highlight%syncopation.%Many%Motown%horn%parts%
demand%precise%articulation,%smooth%notes%are%interspersed%by%short%ones%as%seen%in%
classic%horn%parts%such%as%Stevie%Wonder’s%‘Superstition’%(Figure%6.30).%
%
%
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%
%
Figure(6.30:%Two%Excerpts%of%the%Horn%Part%of%‘Superstition’%by%Stevie%Wonder%
%
%
Grace%Notes%
The%grace%note%ornament,%or%acciaccatura,% is%heard%plentifully% in%saxophone%
solos%on%popular%music% recordings.%The%quickest%sound%or%glimpse%of%another%note%
colours%the%perception%of%the%melody%whilst%providing%energy%and%flair.%In%the%classical%
tradition,%the%grace%note%adorns%another%more%significant%note%of%the%melody,%however,%
within%popular%music%saxophone%solo%melodies%the%effect%of%grace%notes%is%sometimes%
felt%as%miniature%‘taGda’%moments%to%announce%the%saxophone’s%entrance%or%to%coincide%
with%a%strong%beat.%Greater%emphasis%than%the%classical%tradition%assists%the%saxophone%
player%to%impart%nuances%either%bluesy,% jazzy%or%country%in%feeling.%Grace%notes%are%
more%present%in%the%playing%of%some%performers%than%others,%but%they%are%a%particularly%
evident%feature%of%Watts’%and%Helliwell’s%playing.%Watts%(2015)%describes%them%as%“part%
of%the%vocal%set”%helping%him%emulating%singers.%
There%is%no%apparent%pattern%as%to%how%grace%notes%are%incorporated%in%saxophone%
solos%on%popular%music%recordings.%They%can%be%chromatic%or%diatonic,%drawn%from%the%
blues% scale,% from%a% related% scale% of% the% key,% or% simply% be% adjacent% pitches.%Some%
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performers%do%have%specific%strategies.%According%to%Higgins,%whole%step%grace%notes%
imitate%the%guitar%and%vocal%in%popular%music%where%half%steps%sound%too%jazzy.%
You%just%develop%a%feeling%for%it,%so%you%want%to%evoke%something%here.%And%if%it's%
like%a%D%major%seventh%and%it's%soprano,%and%it's%a%nice%Rhodes%pad,%and%you%come%
in%on%the%F#,%yeah,%you're%selling%a%pretty%grace%note,%whole%step%grace%note%like%a%
guitar.%Another%half%step%grace%note's%going%to%be%too%jazzyd%it's%blue,%what's%that?%
It's%like,%it's%the%hammer[Gon],%and%it's%the%[whole]%step.%So%that's%what%you%want%to%
imitate,%is%the%guitar%and%that%kind%of%feeling%and%a%vocal%probably%would%be%a%lot%of%
times%they%do%whole%steps%and%not%really%half%step%graces.%Saxophones%mostly%do%
half%steps%because%it's%all%bebop%(Higgins,%2015).%
Higgins%conforms%to%this%ideology%in%all%his%solo%on%‘I%Can’t%Wait’%(Figure%6.31)%but%not%
in% ‘Jazzman’% where% half% steps% are% expectedly% used% given% the% song’s% overt% jazz%
associations%(Figure%6.32).%%
%
Figure(6.31:%Dan%Higgins%Solod%Deniece%Williams%G%‘I%Can’t%Wait’,%Bars%16G23%
%
Figure(6.32:%Dan%Higgins%Solod%The%SImpsons%G%‘Jazzman’,%Bars%7G9%
A%whole%step%grace%note%also%appears%in%Branford%Marsalis’%solo%on%Sting’s%‘Fortress%
& bbbbb 44Tenor Sax Ó œ
œ œ œDb .œ Jœ ˙ ä
BMaj7
Ó ‰ œ œ
œGbMaj9 œ œ. œ œ ä
Db6
Ó ‰ œ
œ œAbMaj7
& bbbbbT. Sx.
6
˙ œ- œ. œBMaj7 œ- œ. Ó
GbMaj9
‰ œ œ
œ œ œ.Bbm7 œ- œ. œ œ œ œ œE
b
11
∑
Ab( dd9)
& bbbbbT. Sx.
11
Ó . œ œ
Bbm7 .˙ Œ
Eb11
‰ œ ‰ œ œ œ
Ab(add9)
Ó Jœ .œ Jœ œ Jœ œ œ.
G7
& bbbbbT. Sx.
16
‰ .œ œ œ œ œ œ œ
C11 /Bb œ œ œ œ œFm7 ‰ œ œ œ jœ œ œ œ œ œ. Œ œ œ
Db6
& bbbbbT. Sx.
20
œ jœ œ. œ œBbm7 Eb11 Œ œ
. ˙Ab(add9) œ œ œ œn . œ œ œ œ œ œ Œ
G7
& bbbbbT. Sx.
24
œ œ œ œ œ œC11 /Bb œ jœ œ œ œ ‰ Jœ
Fm7 œ œ œ œ œ œ. œ œ œ3 .œ Jœ œ œG
b6
& bbbbbT. Sx.
28
Œ œ œ œ œ
Eb11 ˙ Ó
BMaj7
I Can't Wait (1988) - Deniece Williams
©
B Flat Tenor Sax Solo by Dan Higgins
0.11
0.22
2.26
2.51
produced by
George Duke
words and music
by skylark
#66 US
Transcription #14
& ### 44Alto Sax Ó œ œ
œ œBm7/E œ œ œ œ œn œ œ
& ###A. Sx.
3
œ
Œ
œn œ œ œG/A A œ œ œn œ œ œ .œ œ œ .œ œ œ œ œ  .œ Jœ
G/A œ œn œ œ œ
A~~
& ###A. Sx.
7
Ó ‰ œ œ œ Jœ3 3
G/A .œ œn œ# œ œ œ Jœ ‰ œ œ œ
œA œ œ Œ œ jœn œ# œn œ œ œ
G/A
& ###A. Sx.
10
˙â œn œ œ œ œ œ3 œ œâ .˙
A
Jazzman (1995)- The Simpsons
Solo by Dan Higgins
growl
Words and Music
by Carole KingN/A (from TV)
Pr ducer Unknown
Transcription #16
0.50 -Solo (Alto Part Only) 
 
 
193
Around%Your%Heart’%(Figure%6.33)%whereas%his%solo%on%the%outro%of%‘Englishman%In%New%
York’%(Figure%6.34)%with%its%obvious%jazz%representation,%uses%half%step%grace%notes.%
%
Figure(6.33:%Branford%Marsalis%Solod%Sting%G%‘Fortress%Around%Your%Heart',%Bars%1G5%
%
Figure(6.34:%Branford%Marsalis%Solod%Sting%–%‘Englishman%In%New%York’,%Bars%19G23%
Although%Higgins%and%Marsalis%adhere%to%playing%whole%step%grace%notes%in%the%solos%
studied%in%this%thesis%these%examples%always%remain%diatonic%to%the%music.%There%is%no%
evidence%of%what%their%practice%would%be%if%they%were%playing%a%melody%and%the%pitch%
below% diatonically% was% a% half% step% rather% than% a% whole% step.% There% is% insufficient%
evidence%of%Higgins%and%Marsalis’%soloing%on%popular%music%recordings%to%ascertain%
whether%grace%notes%should%be%executed%diatonically%rather%than%chromatically.%%
%Whilst% Higgins% believes% his% use% of% whole% step% grace% notes% is% an% imitation% of% the%
‘hammerGon’%process%on%the%guitar%it%must%be%noted%that%for%guitarists%hammeringGon%
is%a% technique% that%can%bring%any% interval%within% the% reach%of% the%player.%There%are%
times%when%a%whole%step%is%risen%through%hammeringGon%but%often%a%half%step%or%wider%
interval%is%heard.%%
Other%performers,%like%Ernie%Watts,%appear%to%use%chromatic%grace%notes%as%a%blanket%
policy%in%all%their%playing.%A%bluesy%sensation%is%created%using%grace%notes%drawn%from%
the%blues%scale’s%nonGdiatonic%pitches,%as%seen%in%Watts’s%solo%on%Donna%Summer’s%
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Englishman in New York (1987) - Sting
Words and Music 
by Sting
B Flat Soprano saxophone solo by branford marsalis
#54 Uk, #9 holland
Produced by
Sting and Neil Dorfsman
jazz solo ends.
a cappella solo to end reccording
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‘Love%Is%In%Control’%(Figure%6.35)%where%grace%notes%lift%upwards%from%the%#4%of%the%key%
to%the 5.%
%
Figure(6.35:%Ernie%Watts%Solod%Donna%Summer%G%‘Love%Is%In%Control’,%Bars%1G6%
But%all%grace%notes%appear%to%be%chromatic%rather%than%diatonic%in%all%of%his%playing.%
They%fit%into%somewhat%jazzy%genres%of%popular%music,%such%as%Watts’%solo%on%‘Alibi’%
(Figure%6.36)%and%are%also%seen%when%playing%jazz%standards%(Figure%6.37)%
%
Figure(6.36:%Ernie%Watts%solod%Sergio%Mendes%G%‘Alibi’,%bars%8G10%
%
Figure(6.37:%Ernie%Watts%solod%‘In%A%Sentimental%Mood’,%bars%1G6%
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Love Is in Control (1982) - Donna Summer
©
Sax Solo by Ernie Watts
2.30
words and music by 
Quincy Jones, Rod Temperton
and Merria Ross 
produced by Quincy Jones
#10 US
Transcription #6
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Bm11/A .œ Jœ œ œ œD6 œ ‰ Jœ œ œ œ
& ##
4
œ œ œ œ œ œ .œBm11 ≈ œn œ œ œb œ œ œ œ Œ
C11
‰ œ œ œ œ œ œ
D6 œ ‰ Jœ œ œ œ œ
& ##
8
œ œ œ œ œ jœ# œ œ œ œnBm11 ‰ œn œ œ œn œ œ œ œ œ œn
3
C11
wG#m/B
Alibi (1984) - Sergio Mendes
#29 US
©
Tenor Solo by Ernie Watts
words and music by
Tony Macauley and Tom Snow
3.00
2.41
Produced by Sergios Mendes 
and Robbie Buchanan
Tenor Sax.
T. Sx.
T. Sx.
Transcription #7
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In%Watts%solo%on%‘In%A%Sentimental%Mood’%the%half%step%grace%notes%are%diatonic%(leading%
note% to% tonic% or% second% to% third% degree)% except% for% the% #4% to% 5,% an% acknowledged%
example%of%blues%language.%All%grace%notes%in%this%example%are%also%half%step%moves%
to%a%degree%of%the%tonic%triad.%Only%playing%half%step%grace%notes%to%the%tonic%triad%shows%
some%level%of%structure%in%Watts%approach%to%playing%the%head%where%melodically%other%
than%his%grace%notes%he%takes%a%DorianGPlus%approach%showing%a%sense%of%playing%to%
key% rather% than% chords.%Playing%diatonic% grace%notes,% be% them%half% or%whole% steps%
would% also% indorse% a% sense% of% glossing% to% key% rather% than% chord% as% illustrated% in%
melodic%choices%discussed%in%Chapter%6.%
In%the%second%saxophone%solo%on%‘She’s%Like%the%Wind’%(Figure%6.38)%Herbig%brushes%
a%half%step%grace%note%as%part%of%a%quick%run.%This%adds%to%the%effect%of%the%flourish,%with%
more%quick%notes%included%in%the%effect.%The%grace%note%effect%found%in%the%opening%of%
‘(I’ve%Had)%The%Time%Of%My%Life’%(Figure%6.39)%and%‘Waiting%For%A%Star%To%Fall’%(Figure%
6.40)%connects%notes%only%a%whole%step%apart%and%therefore%fills%the%gap%with%a%quick%
chromatic% passing% note.% This% suggests% grace% note% vocabulary% plays% more% an%
ornamental%role%to%the%melody%rather%than%anything%harmonically.%Indeed,%as%the%note%
is%‘crushed’%it%happens%so%fast%only%focused%listening%would%identify%different%intervals%
being%played%by%performers.%
%
Figure(6.38:%Gary%Herbig%Solod%Patrick%Swayze%G%‘She’s%Like%The%Wind’,%Bars%5%
%
%
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She's Like The Wind (1987)- Patrick Swayze
©
B Flat Tenor Sax Solo by Gary Herbig
1.09
1.26
2.18
2.26
3.36
3.46
words and music by
Patrick Swayze and Stacy Widelitz
produced by
Michael Lloyd
#3 us, #17 uk
Transcription #12
 
 
196
%
Figure(6.39:%Gary%Herbig%Solod%Bill%Medley%&%Jennifer%Warnes%G%‘(I’ve%Had%The)%Time%Of%My%
Life’,%Bars%1G2%
%
Figure(6.40:%Andy%Snitzer%Solod%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%Bars%6G8%
Hamilton% and% Helliwell% both% use% chromatic% grace% notes% are% part% of% their% standard%
melodic%vocabulary.%Davis%generally%plays%chromatic%grace%notes%(Figures%6.41%and%
6.42)%but%sometimes%his%acciaccaturas%are%a%wider%interval%(Figure%6.43).%
%
Figure(6.41:%Snake%Davis%Solod%Take%That%G%‘A%Million%Love%Songs’,%Bars%9G10%
(
Figure(6.42:%Snake%Davis%Solod%Lisa%Stansfield%G%‘Change’,%Bars%77G79%
%
Figure(6.43:%Snake%Davis%Solod%M%People%G%‘Moving%on%Up’,%Bars%13G16%
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(I've Had) The Time of My Life (1987) 
- Bill Medley & Jennifer Warnes
Words and music by John DeNicola,
Donald Markowitz and Franke PreviteProduced by Michael Lloyd
©
B Flat Tenor Sax solo by Gary Herbig#1 US, #6 UK
Transcription #13
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Waiting For A Star To Fall (1987) - B y eets Gi l
#5 US, #9 UK
©2015
B Flat Tenor Sax Solo by Andy Snitzer
SOLO 
3.06
3.33
words and music by
George Merrill and 
Shannon Rubicam
Produced by George Merrill,
Arif Mardin and Thomas Hart
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Snake Davis
Take That
Never Forget
(1992) - Take That
#7 UK
Produced by Billy Griffin
and Ian Levine
Words and music
by Gary Barlow
Transcription by Curtis Swift, purchased from saxsolos.comTranscription #40
Tenor sax solo by snake davis
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Tenor
Snake Davis
Lisa Stansfield Biography
Words and music by Lisa Stansfield, 
Ian Devaney and Andy MorrisProduced by Ian Devaney and Andy Morris
(1991) - Lisa Stansfield
#10 UK, #27 US
2.55 - solo
3.14
transcription #37
tenor sax solo by Snake Davis
transcription by Curtis Swift, purchased from saxsolos.com
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Moving On Up (1993) - M PeopleProduced by
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©
E Flat Alto Sax solo by Snake Davis
Words and Music By
Mike Pickering & Paul Heard
2.10
2.26
3.12
3.29 (echo)
#34 US #2 UK
NB. This solo sounds like Maceo Parker
transcription #38
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It%is%unlikely%that%most%saxophonists%have%given%the%time%Higgins%has%spent%considering%
the%implications%of%whole%step%or%half%step%grace%notes,%or%employing%a%chromatic%or%
diatonic% approach.% For% most% grace% notes% are% “just% part% of% [their]% style.% It’s% not%
conscious”%(Helliwell,%2015).%In%the%sax%solos%studied%as%part%of%this%thesis,%when%grace%
notes%are%played%at%a%whole%step%they%always%fit%within%the%diatonic%harmony%but%many%
performers% purely% play% chromatic% grace% notes.% Grace% notes% in% sax% solos% found% in%
popular%music%are%also%nearly%always%upward%in%direction%suggesting%a%representation%
of%singers%scooping%up%to%pitch.%Without%further%examination%of%grace%notes%played%in%
jazz%it%is%not%possible%to%ascertain%if%they%are%always%half%steps%but%it%is%interesting%that%
some%saxophonists%consciously%see%changing%the%interval%of%grace%notes%as%a%tool%in%
crossing%between%the%jazz%and%popular%music%genres.%
%
Scotch%Snap %
The% Scotch% snap% is% “a% short% note% (on% the% beat)% followed% by% a% long% one%
(occupying%the%rest%of%the%beat)”%(Scholes,%1991,%p.934).%It%is%often%seen%as%the%rhythm%
shown%in%Figure%6.44.%
%
Figure(6.44:%Example%of%Scotch%Snap%Rhythmic%Cell%%
The%iteration%of%the%second%note%immediately%following%the%first%gives%the%sensation%of%
a%snap%against%the%first%and%its%syncopation%provides%a%burst%of%energy.%It%is%a%renowned%
feature%of%Scottish% country% dances,% particularly% the% strathspey.% It% is% also%a% defining%
feature%of%Hungarian%folk%musicd%it%features%heavily%in%the%compositions%of%Bartók%and%
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Kodály.%Temperley%&%Temperley% (2011,% p.% 51)% note% its% absence% from%German%and%
Italian%songs%suggesting% its%origins% in%Scottish%and%Hungarian%music% to%be%from%the%
shortGstressed%syllables%found%within%their%languages.%
Despite%popular%being%far%from%Scottish%and%Hungarian%folk%music,%this%rhythmic%feature%
appears%in%several%saxophone%solos,%particularly%funky%solos,%such%as%Ernie%Watts’%on%
‘Love%is%in%Control’%in%bar%2%(Figure%6.45).%%
%
Figure(6.45:%Ernie%Watts%Solod%Donna%Summer%G%‘Love%Is%In%Control’,%Bars%13G16%
When%Watts%was%queried%on%scotch%snaps%as%a%device%in%soloing%on%popular%music%he%
responded:%%
I%think%it%works%for%R&B.%You%know,%when%I%was%getting%my%R&B%stuff%together%and%
kind%of%checking%out%who%was%doing%things%and%studying%records%and%that%kind%of%
stuff,%I%listened%to%Junior%Walker.%And%I%listened%a%lot%to%Maceo%Parker.%And%they%
had%a%way%of%dealing%with% time,%you%know,% they%played%time%on%the%saxophone,%
they%played%drums%on%the%saxophone%really.%Yeah,%so%I%probably%got%a%lot%of%that%
rhythm%stuff%from%Maceo%and%from%Junior%Walker%because%those%guys%were%very%
rhythmic%players%(2015).%
The%Scotch%snap%features%abundantly%in%solos%by%many%saxophonists%but%particularly%
Gary%Herbig%(Figures%6.46,%6.47,%6.48).%
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Love Is in Control (1982) - Donna Summe
©
Sax Solo by Ernie Watts
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words and music by 
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#10 US
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%
Figure(6.46:%Gary%Herbig%Solod%Rod%Stewart%G%‘Some%Guys%Have%All%The%Luck’,%Bars%5G8%
%
Figure(6.47:%Gary%Herbig%Solod%Donna%Summer%G%‘On%The%Radio’,%Bars%12G15%
%
Figure(6.48:%Gary%Herbig%Solod%Bill%Medley%&%Jennifer%Warnes%G%‘(I’ve%Had%The)%Time%Of%My%
Life’,%Bars%5G6%
It%is%also%seen%in%multiple%solos%by%Davis,%Hunter%and%Pickett%a%selection%of%which%is%
shown%in%Figures%6.49,%6.50%and%6.51.%%
%
Figure(6.49:%Snake%Davis%Solod%M%People%G%‘Moving%On%Up’,%Bars%9G12%
%
Figure(6.50:%Chris%Hunter%Solod%Linx%G%‘So%This%Is%Romance’,%Bars%13G15%
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Some Guys Have All The Luck (1984) - Rod Stewart
Produced by 
Michael Omartian
#10 US
©
E Flat Alto Sax solo by Gary Herbig Words and Music by
Jeff Fortgang
Transcription #11
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On The Radio (1979) - Donna Summer
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E Flat Alto Sax Solo by Gary Herbig
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words and music by
Donna Summer and 
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produced by 
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#5 US, #32 UK
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(I've Had) The Time of My Life (1987) 
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E Flat Alto Sax solo by Snake Davis
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3.12
3.29 (echo)
#34 US #2 UK
NB. This solo sounds like Maceo Parker
transcription #38
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Solo 2
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So This Is Romance -  (1982) Linx Words and music by David Grant and Peter Martin
E Flat Alto Saxophone solo by Chris Hunter
©
#15 UK
Produced by Bob Carter, 
David Grant and Peter Martin
4.02
solo is on outro to song, a fade takes place
growled
Transcription #21
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%
Figure(6.51:%Lenny%Pickett%Solod%Elton%John%G%‘The%Bitch%Is%Back’,%Bars%1G4%
Watts%(2015)%indicated%that%“a%lot%of%that%rhythmic%stuff”,%including%scotch%snaps%was%
found% regularly% in% Junior% Walker's% solos.% It% is% evident% in% Junior% Walker’s% solo% on%
‘Shotgun’% (Figure%6.52),%Foreigner’s% ‘Urgent’% (Figure%6.53)%and%King%Curtis’%solo%on%
‘Charlie%Brown%(Figure%6.54).%
%
Figure(6.52:%Junior%Walker%Solod%Junior%Walker%G%‘Shotgun’,%Bars%1G4%
%
Figure(6.53:%Junior%Walker%Solod%Foreigner%G%‘Urgent’,%Bars%5G8%
%
Figure(6.54:%King%Curtis%Solod%The%Coasters%G%‘Charlie%Brown’,%Bars%7G11%
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The Bitch Is Back (1974)- Elton John
©
tenor Sax solo by Lenny Pickett
2.05
2.24
produced by
Gus Dudgeon
words and music by
elton john and 
bernie taupin
#4 US, #15 UK
slow bend
Transcription #24
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Shotgun (1965) - Junior Walker
Transcription copied from Eric Morones book '25 Great Sax Solos'Transcription #54
#4 US
Produced by
Berry Gordy
B Flat Tenor Sax Solo by Junior Walker
by Junior
Walker
Flutter tongue flutter tongue
flutter tongue
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Urgent (1981) - Foreigner
Transcription #55
#4 US
Produced by
Robe t John "Mutt" Lange
©
B Flat Tenor Sax Solo by Junior Walker
Words and Music
by Mick Jones
growlloco flutter tongue
growl
flutter tongue
loco
gliss
2.56
copied from Morones '25 Great Sax Solos'
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Charlie Brown (1958) - The Coasters 
words and music by Jerry
Leiber and Mike Stoller
transcription #52
#2 US
produced by Jerry Leiber
and Mike Stoller
©
tenor sax solo by King Curtis
extracted from a transcription by curtis swift, obtained from saxsolos.com
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Cannonball%Lick%
The%‘Cannonball%Lick’%is%a%shakeGlike%effect%created%by%trilling%with%the%right%hand%
index%finger%on%the%top%E%key%whilst%playing%an%ascending%melody%of%a%high%B,%C,%C#%
and%D%(Espina,%2014).%The%tremolo%effect%on%the%notes%is%raw%and%not%in%tune%because%
the%fingering%used%is%not%the%standard%employed%for%playing%the%notes%trilled%to%from%
each%of%those%notes.%It%was%played%by%Cannonball%Adderley%in%his%solo%on%‘Love%For%
Sale’%on% the%Something%Else%album%(ibid.).%Helliwell% frequently%uses% this%effect%and%
openly%admits%he%“stole”%it%from%Adderley%(2015).%It%was%also%played%by%Davis%(2015)%at%
interview%when%asked%for%examples%of%cliché%language%(Transcription%#42).%%
For%Helliwell,%it%features%in%‘The%Logical%Song’%(Figure%6.55):%
%
Figure(6.55:%John%Helliwell%Solod%Supertramp%G%‘The%Logical%Song’,%Bars%109G112%
Helliwell%says%he%“[uses]%some%lip%in%it%as%well%because%it’s%not%just%a%straight%note.%It’s%
either%sliding%or…%something%like%that”%(Helliwell,%2015).%%
(
Other%Performance%Techniques%%
In%the%literature%review%various%timbral%effects%were%suggested%as%relevant%for%
rock%saxophone%playing%such%as%slap%tonguing,%‘pops’%and%false%fingerings,%however,%
these%were%not%evident%in%the%solos%transcribed%and%analysed%in%this%thesis.%This%shows%
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that% although% elements% of% the% popular% music% saxophone% soloing% vocabulary% are%
unchanged,%such%as%the%scalic%language,%there%are%clear%changes%from%the%standard%
rock% ‘n'% roll% language%apparent% in% the%decades%before% this%study% in% the% reduction%of%
these%percussive%techniques.%%
‘Ghosting’,% the% inflection% of% a% note% almost% played,% is% somewhat% apparent% but% its%
employment%depends%on%very%specific%musical%contexts.%Generally,%when%soloing%in%
popular%music% performers%need% to% “step%up%and% command”% (Snitzer,% 2015),% so% the%
subtle% nuance% of% ghosting% is% largely% absent% or% futile.% Similarly,% the% quiet% effect% of%
subtones%are%evident%in%the%lower%register%playing%of%Hamilton%when%imitating%his%idol%
Stan% Getz% but% ineffective% against% dense% backing% textures% in% many% popular% music%
recordings.%Popular%music%is%not%normally%the%place%to%perform%these%barely%audible%
techniques.%%
A%commonly%used% timbral%device% to%dirty%a%performer’s%sound% is% the%growl.%Higgins%
(2015)% states% that% he% emulates% the% growl% heard% in% the% playing% of% legendary%
saxophonists%Phil%Woods,%Cannonball%Adderley%and%Charlie%Parker.% In%a% recording%
session,%he%chooses%when%to%incorporate%these%effects%rather%than%waiting%for%a%request%
from%a%producer%(ibid.).%Snitzer%(2015)%states%he%is%happy%to%distort%his%sound%with%a%
growl%if%the%music%requires%it.%He%stipulates%it%is%not%his%“home%base”%as%a%player,%but%it%
is%heard%in%‘Waiting%For%A%Star%To%Fall’%and%‘Lost%In%Your%Love’.%Hamilton’s%‘Rio’%and%
Davis’%‘A%Million%Love%Songs’%and%‘Jubel’%also%feature%the%growling%effect.%Davis%uses%
a%softer%growl,%more%a%purr,% in% ‘Search%For%A%Hero.’% Interestingly,% the%great%Michael%
Brecker%refused%to%growl%(Snitzer,%2015)%but%no%reasoning%was%given%for%thisd%the%effect%
is%not%heard%in%any%of%his%recordings%soloing%on%popular%music.%%
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Inspired%by%the%behaviour%of%particular%mouthpieces,%Higgins%also%uses%‘splashing’%as%
a%colour,%the%effect%of%certain%notes%breaking%or%not%being%produced%clearly.%%%
And%on%pop%music,%a%little%thing%I%think%is%pretty%cool%too,%I%like,%you%know,%like%I%said,%
the%Dukoff10,% it%splashes%notes,% it%splits%notes,% it%gets%kind%of%distorted%when%you%
push%on%it,%especially%that%came%across%the%obvious%ones%like%the%high%notes%that%
crack%like%Sanborn.%But%you%can%get%down%on%G#s%on%the%hornd%you%get%anywhere,%
kind%of%open%up,%you%throw%a%little%bit%and%kind%of%getting%in%there,%just%to%have%it%be%
a%little%bit%not%good%(2015).%
Davis%mentions%note%bending%to%be%a%large%component%of%his%imitation%of%vocalists%and%
it%is%seen%in%his%solos%(Figure%6.56).%It%is%also%seen%in%solos%by%Snitzer%(Figures%6.57%
and%6.58).%
%
Figure(6.56:%Snake%Davis%Solod%Take%That%G%‘A%Million%Love%Songs’,%Bars%11G13%
%
Figure(6.57:%Andy%Snitzer%Solod%Carly%Simon%G%‘Lost%In%Your%Love’,%Bars%7G9%
                                                
10 Dukoff%is%a%brand%of%metal%saxophone%mouthpiece 
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A Million Love Songs
www.saxsolos.com
2011
Tenor
Snake Davis
Take That
Never Forget
(1992) - Take That
#7 UK
Produced by Billy Griffin
and Ian Levine
Words and music
by Gary Barlow
Transcription by Curtis Swift, purchased from saxsolos.comTranscription #40
Tenor sax solo by snake davis
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Lost In Your Love (1994)- Carly Simon
Words and Music by
Carly Simon and Jacob Brackman
Album Track, 
#129 in US, 1994
©
B Flat Tenor Sax Solo by Andy Snitzer
2.30
Vocalist Re-enters on concert C#
3.223.20
produced by Frank Filipetti
Transcription #20
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%
Figure(6.58:%Andy%Snitzer%Solod%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%Bars%7G14%
Saxophonists%generally%use%‘jaw%vibrato’%where%oscillations%are%added%to%the%sound%by%
releasing%pressure% from% the% lower% jaw%and% reapplying.%Generally,%when%playing% the%
other%woodwind%instruments%vibrato%is%applied%by%pulsing%with%the%diaphragm%or%voice%
box.%Classical%saxophonists%often%use%a%blanket%vibrato,%a%similar%effect%was%applied%to%
the%saxophone%section%playing%by%the%Glenn%Miller%Orchestra.%Normally%in%jazz%playing%
vibrato%warms%up%a%sound%by%beginning%oscillations%slowly%and%speeding%them%up.%In%
a%popular%music%context%vibrato%helps%cut%through%dense%backing%textures,%but%it%is%a%
different%vibrato%to%that%used%in%jazz%(Valentine,%2016).%Some%of%the%interviewees%use%
vibrato%consciously%(Higgins,%2015d%Marsalis,%2015),%altering%their%approach%to%suit%the%
music,%whereas%others%take%a%more%intuitive%approach:%they%know%it%happens%but%don’t%
consider%how%it%happens%(Watts,%2015,%Hunter,%2015).%Marsalis%(2016)%says%he%alters%
his% vibrato% “because% [he]% know[s]% what% those% songs% are% supposed% to% sound% like.”%
Higgins%(2015)%believes%consciously%altering%his%vibrato%is%“probably%the%number%one%
element%of%being%a%chameleon.”%
You%can’t%change%your%tone.%People%go,%“Man,%you’ve%changed%your%tone.”%%And%I%
go,%“No,%you’re%wrong,%it’s%the%same%tone%under%there,%you%can’t%really%change%it.”%%
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Waiting For A Star To Fall (1987) - Boy Meets Girl
#5 US, #9 UK
©2015
B Flat Tenor Sax Solo by Andy Snitzer
SOLO 
3.06
3.33
words and music by
George Merrill and 
Shannon Rubicam
Produced by George Merrill,
Arif Mardin and Thomas Hart
Transciption #18
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But%the%licks%and%the%vibrato%can%put%you%in%any%area,%from%classical%to%Sanborn’s%
vibrato%and%Kenny%G%is%a%breath%vibrato%(ibid.).%
%
Signature(Devices(to(Performer((
Various%musical%devices%are%employed%by%saxophonists,%but%whether%they%are%
suitable% to% the% recording% is%decided%on%a% “case%by%case”%basis% (Snitzer).%Table%6.1%
matches%signature%devices%to%the%interviewed%saxophonists.%Where%saxophonists%have%
utilised%a%device%only%once% in% the%set%of% transcribed%solos% it% is% indicated%with%a% ‘U’,%
where%it%more%common,%and%appears%in%several%of%this%thesis’%transcriptions%it%is%marked%
‘C’.%When%a%saxophonist%spoke%of%a%device%during%their%interview%it%is%marked%‘S’.%The%
number%of%solos%the%saxophonists%in%this%table%have%played%varies%and%those%who%have%
played%a%greater%number%generally%fulfil%more%of%the%language%clichés.%
%
%
%
%
%
%
%
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Table(6.1:%Signature%Devices%Used%by%Interviewees%of%This%Thesis%
From%this%table%it%is%noticeable%particular%devices%are%truly%features%of%saxophone%solos%
on%popular%music%recordings.%The%fallGaway%ending%is%used%most%by%performers,%with%
high% note% endings% spoken% about% or% used% by% almost% as% many.% Blues% licks% were%
mentioned%by%all%interviewees,%however,%the%topic%was%part%of%the%standard%questions%
asked% and% this% is% considered% when% drawing% conclusions.% Other% devices% can% be%
assigned% as% signatures% to% particular% players% such% as% the%Cannonball% Lick% used% by%
Helliwell%and%Davis,%and%Opening%3D%used%most%by%Herbig.%%
Although% some% performers% consciously% singled% out% specific% devices,% many%
occurrences% of% clichés% occur% as% natural% responses% to% the% music.% The% devices%
discussed% above% all% fulfil% a% purpose% within% the%music% whether% it% is% open% boldly% or%
conclude%a%feature%at%a%specific%time.%Some%saxophone%performers,%when%recording%
popular%music,%actively%try%to%avoid%clichés%devices%and%provide%a%musical%response,%
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devoid%of%formulaic%melodic%material,%however,%this%proves%difficult%when%performing%
idiomatically.%%
(
Other(Soloing(Approaches(
Melodic%iteration%and%Variation%
Valentine%(2015)%refers%to%solos%as%“an%imitation%of%an%improvisation”.%This%is%in%
keeping% with% a% common% strategy:% to% ignore%much% of% the% improvisatory% techniques%
inherent%in%soloing%and%play%the%melody%of%the%song,%but%ornamented%or%coloured.%The%
amount%of%the%song’s%melody%stated%by%the%saxophonist%may%be%a%complete%rendition%
of%verse%or%chorus,%or%it%may%be%a%solitary%opening%phrase%which%then%develops%into%an%
improvisation%elsewhere.%
A% clear% example% of% the% practice% of% playing% the% melody% is% Ernie% Watts’% solo% on%
Christopher% Cross’% ‘Arthur’s% Theme% (Best% You% Can% Do)’.% Here% an% ornamented%
rendition% of% the% song’s%melody% incorporates% common% tropes% of% popular%music% sax%
improvisation,% including% features%such%as%blues% inflections%and%a%high%note%ending.%
Watts%(2015)%described%adding%his%“personal%colour”%to%the%movie%Arthur’s%theme%song%
as% “what% the% producer% needed% for% the% song.”% Also,% Snake% Davis’% solo% on% Lisa%
Stansfield’s%‘Change’%(Figure%6.59),%although%not%precisely%echoing%the%vocal%melody%
(Figure%6.60),% clearly%outlines% its% basic% contour%before%diverting% into%a%busier% blues%
scale%based%language.%
%
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%
Figure(6.59:%Snake%Davis%Solo:%Lisa%Stansfield%G%‘Change’,%Bars%77G82%
%
Figure(6.60:%Opening%of%Vocal%Melody:%Lisa%Stansfield%G%‘Change’%%
When%soloing%on%‘When%I%Fall%In%Love’,%Natalie%Cole’s%virtual%duet%with%her%father,%Nat%
King%Cole,%Higgins% recorded%an%ornamented%version%of% the%melody% in%a%single% take%
(2015).% According% to% Higgins,% “[Playing]% around% the% melody”% is% a% practice% that%
producers% sometimes% find% difficult% to% articulate% to% performers% (ibid.).%He%mentioned%
numerous%saxophonists%recording%solos%for%Rod%Stewart’s%American%Songbook%album.%
Lots%were%found%unsatisfactory%by%album%producers%until%someone%simply%played%the%
tune%(ibid.).%
Even%though%Yellin%(1978,%p.%67)%mentions%using%licks%from%a%song%to%assist%melodic%
development%in%rock%solos,%he%does%not%suggest%simply%playing%the%melody%of%a%whole%
section%of%the%form.%A%few%examples%of%using%a%vocal%phrase%to%start%a%solo%are%found%
in%the%solos%transcribed%for%this%thesis.%In%‘Waiting%For%A%Star%To%Fall,’%Snitzer%starts%his%
solo% (Figure% 6.61)% by% clearly% echoing% the% melody% he% played% in% the% recording’s%
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introduction%(Figure%6.62),%The%opening%of%the%improvisation%also%noticeably%references%
the% rhythm%of% the% first% line% of% the% chorus% (Figure% 6.63),% but% the% saxophone%melody%
shows%independence%from%the%chorus%by%ascending%rather%than%descending%as%per%the%
vocal%line.%A%sense%of%cohesion%is%created%by%this%link,%and%the%solo%feels%improvisatory%
than%when%the%melody%is%simply%being%reproduced,%even%if%ornamented.%%
%
Figure(6.61:%Andy%Snitzer%Solo:%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%Bars%1G3%
%
Figure(6.62:%Saxophone%Introduction:%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%%
%
Figure(6.63:%Opening%of%Chorus%Vocal%Melody:%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%
Due%to%the%saxophone’s%strong%jazz%links,%there%is%an%expectation%that%a%player%should%
at%least%appear%to%improvise,%so%playing%unfamiliar%material%satisfies%that%requirement.%
Linking% to% the% song’s% melody% whilst% incorporating% some% improvisation,% as% motivic%
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B Flat Tenor Sax Solo by Andy Snitzer
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development%on%familiar%material,%makes%a%solo,%in%addition%to%being%idiomatic,%feel%that%
it%fits.%Motivic%development%upon%familiar%material%is%comfortable%%%Whilst%playing%the%
melody% is% credible% practice,% there% are% many% possibilities% open% to% the% performer,%
especially%when%what%appears%to%be%improvised%is%not%or%vice%versa.%Sometimes%the%
creative% construction% is%more% the%work%of% the%producer% than% the%performer!% It% is% all%
dependent%on%what%“[works]%for%the%tune”%(Watts%2015).%
%
Reiteration%of%Improvised%Material%%
In%many%solos%there%is%obvious%reiteration%of%material%when%ideas%are%developed%
or%explicitly%repeated.%Such%repetition%helps%make%solos%catchy,%familiar%and%singable.%
Repeating%motifs%without%development%or%alteration%may%betray% the%purest% ideals%of%
jazz%improvisation,%however,%in%popular%music%saxophonists%are%comfortable%playing%
in%this%manner.%Examples%of%unabashed%repetition%in%solos%include%the%conclusion%to%
Ernie%Watts’%solo%in%‘Love%Is%In%Control’%(Figure%6.64),%and%the%final%two%phrases%of%Andy%
Snitzer’s%solo%in%‘Waiting%For%A%Star%To%Fall’%(Figure%6.65).%%
%
Figure(6.64:(Ernie%Watts%Solod%Donna%Summer%G%‘Love%Is%In%Control’,%Bars%5G8%%%
%
Figure(6.65:%Andy%Snitzer%Solod%Boy%Meets%Girl%G%‘Waiting%For%A%Star%To%Fall’,%Bars%9G12%
 
 
211
When%queried%about%this%flagrant%use%of%repetition,%Watts%(2015)%said%he%did%not%“mind%
repetition%as% long%as% there’s%substance% to% it.”%Higgins% (2015)%said% “repetitiveness% is%
good”%but%suggests%“a%little%variation.”%As%stated%in%Chapter%Four,%his%philosophy%is%to%
“[develop]% a% seed”% rather% than% recite% stock% vocabulary% and% allow% “something% to%
develop”%(ibid.).%Higgins%suggests%using%“rhythmic%[motifs]”%(ibid.).%When%asked%if%he%
used%repetition%as%a%tool%more%in%popular%music%than%in%jazz%he%agreed%somewhat,%but%
believed% his% soloing% practice% retained% particular% concepts%when% improvising% in% any%
genre:%
Yeah.%Well,%in%a%different,%yeah,%but%still%the%idea%is%the%same…%and%when%I%would%
teach%a%student,%we%just%play%twelve%bar%blues%and%I%go,%“Leave%something%for%me%
at%the%end%of%the%twelve%bars%and%I%take%it,%and%I’ll%leave%you%something.”%And%it’s%a%
challenge…%I%always%like%to,%you%know,%see%where%one%idea%goes.%And%if%you%get%a%
second% one% that’s% pretty% good,% then% you% can% really% start% to% go.% But% yeah,% the%
repetitiveness%thing%and%also%something%that’s%very%memorable,%that%if%you%heard%
the%song,%you%sing%a%solo%(ibid.).%
Repeating% with% variation% is% an% excellent% way% of% providing% thematic% unity% to% an%
‘improvised’%solo.%This%can%be%seen%in%the%opening%of%Davis’%second%solo%on%‘Moving%
On%Up’%(Figure%6.66),%where%a%melodic%motif%is%repeated%verbatim%before%continuing.%
%
Figure(6.66:%Snake%Davis%Solod%M%People%G%‘Moving%On%Up’,%Bars%9G12%
Herbig’s%solo%on%‘Some%Guys%Have%All%the%Luck’%features%the%same%device,%but%on%a%
larger%scale.%The%solo%is%split% into%two%large%eight%bar%phrases.%The%second%of%these%
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(Figure%6.5)% begins%and%ends%with% the% same%sweeping%melodic% ascent% (albeit% over%
different%harmony).%%
%
Figure(6.67:%Gary%Herbig%Solod%Rod%Stewart%G%‘Some%Guys%Have%All%the%Luck’,%Bars%9G18%
Taking%the%second%half%of%the%solo%as%an%entity%this%phrase%is%a%representation%of%ABA%
form%in%miniature.%The%reiteration%of%a%melodic%motif%not%only%provides%thematic%unity%
but%symmetry%and%structural% integrity.%There%is%always%the%possibility%exists%that%this%
solo%was%spliced%together%by%producers.%However,%the%inclusion%of%this%repeated%phrase%
on%the%recording%is%but%one%illustration%of%how%acceptable%a%tool%repeated%motifs%are%in%
solos.% This% lick% must% be% a% favourite% cliché% of% Herbig’s% because% he% also% uses% it,%
transposed,%to%conclude%his%solo%on%‘She%Works%Hard%for%the%Money.’%
There%are%numerous%other%occurrences%of%repetition%(both%verbatim%and%with%melodic%
development)% in% the% solos% transcribed% and% analysed% as% part% of% this% thesis.% These%
include%Helliwell%in%‘It’s%Raining%Again%(Figure%6.68),%Herbig's%solo%on%‘(I’ve%Had%The)%
Time%Of%My%Life’%(Figure%6.69)%and%Hamilton’s%solo%on%‘Rio’%(Figure%6.70).%%
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%
Figure(6.68:%John%Helliwell%Solod%Supertramp%G%‘It’s%Raining%Again’,%Bars%96G108
%
Figure(6.69:%Gary%Herbig%Solod%Bill%Medley%&%Jennifer%Warnes%G%‘(I’ve%Had%The)%Time%Of%My%
Life’,%Bars%3G4%
%
Figure(6.70:%Andy%Hamilton%Solod%Duran%Duran%G%‘Rio’,%Bars%103G113%
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Another% device% heard% in% popular% music% saxophone% solos% is% the% repeating% playful%
rhythmic%patterns.%These%rhythmic%cells%are%frequently%repeated%or%developed%across%
the%beat%giving%the%momentary%allusion%of%a%hemiola.%Such%devices%are%‘catchy’,%and%
assist%performers%in%working%to%Snitzer’s%‘memorability%standard’.%An%example%of%this%
device%is%Watts%repeating%a%three%beat%phrase%that%started%on%beat%one%from%beat%four%
(Figure%6.71).%
%
Figure(6.71:%Ernie%Watts%Solod%‘Arthur’s%Theme%(Best%You%Can%Do)’,%Bars%7G9%
Herbig%performs%repeated%dotted%quavers%in%an%ascent%through%a%melody%(Figure%6.72).%
The%syncopation%creates%rhythmic%tension.%It%cuts%across%the%beat%before%releasing%on%
beat%four%in%the%manner%of%a%cross%rhythm.%
%
Figure(6.72:%Gary%Herbig%Solod%‘On%The%Radio’,%Bars%12G15%
A%similar%example%is%seen%in%Snitzer’s%solo%on%‘Waiting%For%A%Star%To%Fall’%of%reiterating%
a%quaver%followed%by%semiquaver%(Figure%6.73).%
%
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%
Figure(6.73:%Andy%Snitzer%Solod%‘Waiting%For%A%Star%To%Fall’,%Bars%4G6%
As% creating% a% memorable% solo% is% the% aim,% performing% material% that% incorporates%
repetition%is%common%practice.%It%is%clearly%an%accepted%practice%as%plentiful%examples%
are% found% throughout% the% solos% studied% in% this% project,% many% without% any% sign% of%
variation.%
%
Overview(
Although% reusable% devices% or% clichés% are% consciously% deployed% by% some%
performers% (perhaps% at% the% request% of% producers)% they% often% occur% as% natural%
responses%to%the%music%as%part%of%a%soloist’s%effort%to%provide%their%most%appropriate%
possible%contribution%to%the%recording.%The%devices%discussed%all%fulfil%a%purpose%within%
the%music%and,%therefore,%they%are%relevant% language.%Many%of%these%devices%add%a%
sense%of%energy%(grace%notes,%Motown%phrasing,%scotch%snap)%and%precision%ending%
solos%ensures% the%creativity%of% the%performers% is%not% faded%out%by%producers.%Other%
approaches% to% soloing% include% performing% the% melody% of% the% song% and% reiterating%
improvised%material.%Both%techniques%correlate%with%the%ethos%of%playing%language%that%
is%simple%and%singable%and%presumably%ensure%popular%music%to%be%catchy%and%feel%
familiard%it%is%easy%for%someone%to%sing%along%if%a%saxophonist%is%playing%the%melody%or%
playing%familiar%material.%%
Many%of% the% interviewees% try% to%avoid% the% language%clichés% instead% focusing%on% the%
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delivery% of% shaping% a% melody.% Perhaps% this% is% a% way% of% soloists,% as% improvisers,%
avoiding%the%feeling%that%they%are%not%being%creative%and%that%they%are%simply%stealing%
another’s%work.%Others%believe%that%if%playing%the%signature%language%works%there%is%no%
need% to%avoid% it.%Performers%who%have%cultivated%descriptive% terminology,% like%Gary%
Herbig,% freely%employ%devices.%He%takes%pride% in%his%ability% to%create%effective%solos%
such%as%his%performance%on%the%somewhat%iconic%“I’ve%Had%The%Time%Of%My%Life’.%Many%
of% the%genre%devices%discussed% in% this%chapter%are% linked% to% the%simple%or%singable%
language%ideal.%This%includes%the%long%held%note%opening.%Similarly,%there%is%a%human%
association%to%growling.%Grace%notes%also%are%clear%imitations%of%vocalist%scooping%up%
to%the%pitch%of%a%note.%%
The%two%most%commonly%observed%solo%endings%also%have%a%sense%of%denouementd%to%
employ%a%fallGaway%ending%there%must%be%a%high%note,%or%climax,%just%before%the%solo’s%
conclusion.%This%link%between%these%two%almost%contrary%devices%suggests%an%overall%
cliché%element%to%saxophone%solos%as%an%entityd%perhaps%there%is%only%one%way%to%play%
a%saxophone%solo%on%a%popular%music%recording?%If%this%were%so%questions%could%be%
asked%of%creativity%in%popular%music.%Is%it%possible%or%have%we%heard%it%all%before?%That%
could%apply%only%to%pop%rather%than%popular%music%when%we%remember%that%Katy%Perry’s%
‘Last%Friday%Night’%is%a%pastiche%of%1980s%dance%music%and%that%Lenny%Pickett%believes%
the%saxophone%solo%in%popular%music%to%be%anachronistic.%%
%
%
(
(
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CHAPTER(SEVEN(–(THE(SAXOPHONE(SOLO(AS(PART(OF(THE(LARGER((
POPULAR(MUSIC(RECORDING(
"the%longer%the%solo,%the%less%effective%it%is”%(Marsalis,%2016)%
This%chapter%examines%the%extraGmusical%meaning%the%saxophone%can%bring%to%
a%popular%music%recording%and%examines%which%type%of%saxophone%is%most%commonly%
employed%statistically.%The%placement%of%solos%within%the%song%form%and%correlations%
between%melodic%devices%deployed% to%open%and%close%solos%and% the% form%are%also%
examined.% Other% phenomena% discussed% include% the% musical% relationship% between%
vocal%and%saxophone%solos%and%the%live%performance%of%solos%recorded%in%the%studiod%
should%they%be%performed%precisely%the%same%way?%
%
Meaning(
All%the%saxophonists%interviewed%were%asked%what%they%thought%a%saxophone%
solo%brought%to%a%recording.%They%were%asked%about%the%instrument%itself,%the%reasons%
for% featuring% it% and% whether% differently% sized% saxophones% embodied% distinct%
associations.% These% questions% were% designed% to% ascertain% whether% the% meanings%
commonly%associated%with%the%saxophone%impacted%upon%performers%at%work.%What%
saxophonists% considered% to% be% the% implication% of% including% a% saxophone% solo% in% a%
popular% music% recording% varied% considerablyd% interviewees% articulated% a% range% of%
responses%not%found%in%the%literature.%Some%interviewees%answered%these%questions%
very%quickly%whereas%others%gave%far%more%considered%responses.%%
%
%
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Air/Vocal/Human%Associations%
The%comparison%between%the%saxophone%and%the%human%voice%was%made%by%a%
number%of%interviewees.%The%saxophone’s%tessitura%is%also%similar%to%the%human%voice,%
and%Hunter,%Watts%and%Davis%(2015)%all%mentioned%the%vocal%qualities%of%the%instrument,%
especially% its% use% of% vocal% techniques% like% growling% (Davis,% 2015).% Also,% there% is% a%
greater% level%of%vocal%quality% than%the%quitar,% the%stalwart%of%popular%music%(Snitzer,%
2015d% Helliwell,% 2015)% especially% as% “you’re% pushing% air% through% an% instrument”%
(Helliwell,%2015).%Saxophone%and%vocal%timbres%can%be%so%similar%that%they%‘dovetail’%
perfectly%in%some%jazz%recordings%(Davis,%2015).%Because%the%saxophone%sound%has%
“many% personal% nuances% in% it”% (Watts,% 2015)% it% is% difficult% to% recreate% artificially% or%
synthesize% (Watts,% 2015d% Herbig,% 2015d% Higgins,% 2015),% thus% the% need% for% a% live%
performer%brings%a%human%quality%to%recordings.%%
Where%the%amplitude%of%saxophone%solo%and%vocal%are%matched,%the%sax%solo%should%
act% as% a% vocal% substitute% (Higgins,% 2015d%Hunter,% 2015).% The% vocal% qualities% of% the%
saxophone’s%sound%means%it%can%easily%occupy%the%foreground%in%recordings%and%ride%%
above%backing%textures.%
%
The%Retro%Aesthetic%
Another% perspective% commonly% identified% by% interviewees% was% the% way% the%
saxophone% sound% could% conjure% up%memories% of% a% bygone% era.% % For% Dan%Higgins%
(2015)%using%horns%brings%a%‘retro’%or%‘old%sounding’%feeling%as%people%“think%Motown”%
when%they%hear%them:%“It’s%almost%like%a%lot%of%my%work%is%historic%work”%(ibid.).%Higgins%
stated%that%historical%overtones%are%present%in%much%of%his%work%as%a%saxophonist,%be%
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it%television,%movies%or%popular%music.%Often%the%instrument%is%used%to%evoke%a%1980s%
flavour,%particularly%within%television,%a%time%when%many%television%programs%had%theme%
tunes%which%featured%the%saxophone%(ibid.).%
Higgins%(2015)%believes%the%saxophone%solos%is%a%vocal%substitute%and%its%level%in%the%
mix%should%match%the%voice%(as%in%1950s%recordings).%He%felt%that%solos%are%generally%
mixed%too%lightly%to%avoid%the%retro%feeling%in%modern%recordingsd%“They%kind%of%bury%
you%into%the%bed.%And%you%can’t%hear%the%nuances%of%the%saxophone.%You%can’t%hear%
the%tone.%You%can’t%hear%the%shadings”%(ibid.).%Pickett%noted%when%he%%
worked%with%David%Bowie%in%the%80s,%and%his%look%and%what%he%was%going%for%were%
a%harkening%back%to%something%from%the%60s%or%the%50s%where%saxophones%were%
prominent%…%it’s%often%representing%an%anachronism%at%this%point.%You%don’t%hear%
a%saxophone%solo%and%say,%“Oh,%that’s%just%another%part%of%the%song.”%You%hear%it%
and%say,%“Oh,%that’s%interesting,%they’re%using%the%saxophone%again.”%It’s%not%like%
commonplace%at%this%point.%So%it’s%become%a%signifier%for%something%…%It%signifies%
something%anachronistic%(2015).%
Whilst%Pickett’s%discussion%of%the%saxophone%acting%as%a%nod%to%an%earlier%time%cannot%
be%applied% to%all%70s%and%80s%popular%music,%his%comments%on%working%with%Bowie%
opened%an%important%new%perspective%on%this%research.%Anachronism%also%comes%to%
the% fore% on%Pickett’s% solo% on%Katy% Perry’s% 2011% hit,% ‘Last% Friday%Night’,% a% piece% of%
modernGday%pop%where%the%saxophone%is%deliberately%used%to%evoke%an%80s%aesthetic%
(ibid.).%%
James%Valentine%(2016)%also%suggested%other%ways%producers%might%evoke%a%retro%feel%
to%recordings.%He%discussed%the%impact%of%synthesisers:%
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Yeah.%I%don’t%think%it’s%essentially%very%definite,%unless%there%is%a%sort%of%a%kind%of%a%
retro%nod,%we’re%trying%to%sound%like%James%Brown%or%trying%to%sound%like,%50s%R&B%
or%something%like%that,%otherwise%I’m%thinking%that%sort%of%electro%80s%kind%of%sound,%
I%think%it%could%be%anything.%And%one%of%the%things%that%also%started%boring%me%a%lot%
was%that%towards%the%end%of%The%Models%period,%you%know%–%this%is%midG1980s%–%all%
the%producers%became%so%entranced%with%the%clarinetist,%they%loved%it.%They%loved%
the%sounds%coming%out%of%the%emulator%and%the%Oberheim%and%the%Prophet%and%all%
these%sort%of%things.%And%they%loved%the%big%stabby%brass%sounds%and%all%that%sort%
of%stuff.%And%so%they’d%layer%up%the%stabby%brass%things%that%the%keyboard%player%
would%put%down%or%the%producer%would%put%down%and%then%say,%“Could%you%match%
these?”%And%you’re%going,%“Yeah,%I%can,%but%they’re%not%actually%how%horns%behave,%
these%are%not%horn%lines,%these%are%stabby%keyboard%things%that%you’ve%done,%and%
they’re% horrible.”% And% so% to% add% …% okay,% you% don’t% need% trumpet,% trombone,%
saxophone%or%three%saxes%or%something,% just%do%your%Oberheim%stabbies%and%I’ll%
play%table%tennis%(ibid.).%
%
Association%and%Timbre%
Although%much% literature%discusses% the% link%between%sex%and% the%saxophone,%
Andy%Hamilton%was%the%only%interviewee%to%mention%this%association:%
Yeah,%Christ,%no%question%about%it,%I%mean%the%thing%is%it’s%a%very%sexy%looking%thing%
to%have,%isn’t%it?%You%know,%in%the%same%way%that%a%guitar%does%wonders%for%a%skinny%
youth,%with%long%hair,%a%saxophone%is%a%very%sexy%instrument.%And%of%course%it%does%
make%a%very%sexy%sound%as%well,%hopefully,%in%the%right%hands%(Hamilton,%2015).%
Without%quizzing%a%larger%number%of%saxophonists,%it%is%impossible%to%ascertain%whether%
interviewees’%lack%of%discussion%of%sexual%connotation%was%due%to%a%lack%of%awareness%
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or%a%sense%of%unease%discussing%the%topic%in%an%academic%interview%with%a%stranger.%
Conceivably,%it%has%been%overly%discussed%previously%or%it%is%a%selfGdeprecating%way%for%
performers%to%perceive%themselves.%%
Hamilton%also%commented%that%the%saxophone%is%seen%as%a%“luxury”% item%(Hamilton,%
2015).%When%discussing%the%reduction%in%saxophone%solos%later%in%the%era%he%said%that%
“as% the% recession11% struck% [saxophonists]% sank% down% the% list% and% [are]% just% above%
percussionists”%(ibid.).%The%saxophone%embodying%a%sense%of%class%when%featured%as%
a% solo% instrument% is% another% connotationd% Helliwell% describes% himself% as% someone%
“people%might%call%on%if%they%want%something%classy%on%a%track”%(2015).%%
Interviewees%also%made%interesting%comparisons%between%the%use%of%the%saxophone%
and%electric%guitar%in%popular%music.%James%Valentine%(2016)%said:%%
I% remember% reading% something% interesting% ...% it% suggested% that% guitarists% and%
saxophonists%from%the%sort%of%electric%guitar%onwards%and%through%R&B%and%into%
modern% pop,% kept% trying% to% imitate,% would% almost% subconsciously% imitate% one%
another.%So%the%guitarist%…%there’d%be%a%lot%of%the%ways%in%which%they%would%play%
sort%of% like%a%saxophone%and%then%the%saxophone%player%starts%to%go,%“That’s%an%
electric%guitar%thing,%good.”%And%so%there%was%a%great%moment%where%Jimi%Hendrix%
would% introduce% himself% as% being,% “And% here’s% yours% truly% on% the% electric%
saxophone.”%I%don’t%know.%That’s%an%interesting%one%isn’t%it?%%
                                                
11%Hamilton%is%referring%to%the%recession%of%the%late%1980s%and%early%1990s.%The%statistics%derived%from%
Laughter’s%‘History%of%“Top%40”%Saxophone%Solos’%(2015)%correlate%an%obvious%decline%in%saxophone%
usage%during%this%time.%
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Hunter% (2015)% described% the% impact% of% David% Sanborn% on% David% Bowie’s% ‘Young%
Americans’%as%a%“paradigm%shift%in%the%role%of%the%saxophone%in%rock.”12%%
The%way%he%just%contributes,%it’s%not%a%set%solo,%he’s%just%kind%of%playing%fills.%It’s%
almost%like%a%kind%of%synthesis%of%lead%guitar%and%harmonica%…%I%think%he’s%taking,%
it’s%kind%of%a%binary%role.%I%mean%he’s%a%rhythm%guitar,%he’s%lead%guitar%(ibid.).%
Sanborn%uses%a%brightGsounding%metal%mouthpiece%so%his%sound%can%compete% in%a%
predominantly%electronic%environment.%%
Several%interviewees%commented%on%the%saxophone’s%capacity%for%individual%sounds:%
Well,% it’s% such%an%expressive% instrument.% It% can%bring% so%many% things% to% it,% you%
know.% It% can%be% soft% and%beautiful% and%melodic.%And% it% can%be%hardGedged%and%
rough%and%gruff,% it% can%be%high,%screaming,% it% can%be% low,%and% it’s%got%so%many%
things% to% it.% That’s% the% reason% why% I% took% up% the% instrument% in% the% first% place%
(Helliwell,%2015).%
Davis%(2015)%also%believes%that%the%instrument’s%“different%tones”%is%what%it%brings%to%
recordings.%Other%interviewees%pointed%to%different%characteristics%of%saxophone%solo%
sounds%including%the%“very%individual,%hard”%sound%of%Andy%Mackay%with%Roxy%Music%
(Hamilton,% 2015).% The% saxophone% is% therefore% capable% of% integrating% with% many%
different%musical%genres%due%to%this%wide%range%of%timbres%and%the%ability%of%performers%
to% manipulate% the% sonic% capabilities% of% the% instrument.% It% is% difficult,% however,% to%
“integrate%the%sound%of%the%saxophone%in%an%indie%sort%of%situation”%(ibid.),%and%genres%
of%music%such%as%grunge%(Snitzer,%2015).%%Popular%music%genres%developing%that%simply%
                                                
12%Hunter%describes%‘Young%Americans’%as%a%paradigm%shift%for%saxophone%playing%in%‘rock’,%however,%
he%means%in%popular%music%overall.%‘Young%Americans’%is%best%described%as%an%example%of%soul%music. 
 
 
223
do%not%suit%any%of%the%malleable%saxophone%sound%is%a%possible%reason%for%the%decline%
in%saxophone%usage%after%1992.%
The% argument% also% exists% that% sometimes% the% saxophone’s% inclusion% as% a% soloing%
instrument% in% popular% music% is% down% to% its% difference% from% other% sounds% typically%
present.%Hamilton%(2015)%said%“I%think%people%like%the%idea%that%it’s%a%little%bit%more%exotic%
than%just%hearing%guitar,%bass%and%drums.”%Valentine%(2016)%concurred,%stating%“it%gives%
tonal%relief,% just%a%different%colour%from%the%wall%of%guitars.”%Saxophone%selection%for%
solos%may%often%be%simply%about%wanting%a%contrast%to%other%more%established%sounds.%
Then%what%happens%is%they’ve%got%eight%bars%here,%eight%bars%there,%and%a%fade%at%
the%end%and%they%say,%“We%need%a%saxophone%solo%on%this%tune.%We’ve%got%three%
guitar%solos%on%the%other%tunes.%It%would%be%nice%to%have%a%saxophone%solo%on%this%
tune%(Watts,%2015).%%
No%doubt%some%saxophone%solos%come%from%a%producer’s%desire%to%hear%an%alternative%
soloing%timbre%as%opposed%to%other%more%commonly%heard%sounds.%The%simple%sense%
of%difference%also%may%provide%a%premium%feeling%of%something%extra%beyond%the%norm.%
%
Meaning%Behind%Selection%of%Different%Saxophones%
Gary%Herbig%sees%no%distinction% in%which% type%of%saxophone% is%chosen% for% the%
solo% on% a% record:% “a% saxophone% is% a% saxophone% is% a% saxophone”% (2015).% Other%
performers%disagree,%believing%that%each%of%the%saxophones%brings%something%specific%
to%recordingsd%many%interviewees%had%philosophies%on%the%different%types.%Davis%(2015)%
feels%that%each%instrument%brings%out%something%separate%from%him:%
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Tenor%and%alto%are%kind%of%more%interchangeable.%But%for%me%I%use%the%soprano%for%
ethereal%sounds,%for%things%to%sound%a%little%bit%more%wispy,%a%little%bit%more%poetic,%
a%little%bit%more%ambient%…%[E]ach%one%has%a%different%flavour.%And%if%I%haven’t%been%
directed,%the%first%thing%I’ll%do%is%have%a%listen%and%just%maybe%have%a%little%tootle%and%
then%a%fiddle%around%to%decide%which%sax%I’m%going%to%use.%And%baritone,%I%don’t%
know,%baritone’s%kind%of%a%law%unto%itself%in%some%ways.%I%mean%normally%a%baritone%
is%going%to%give%a%throaty,%earthy,%Motowny,%roughGarse%edge%to%a%track.%But%you%
don’t%have%to%use%it%that%way%(ibid.).%
Other%performers%separate%the%alto%and%tenor%saxophones%as%entities%because%“the%alto%
can%cut%through%a%bit%more”%(Helliwell,%2015).%Ernie%Watts%even%sees%different%genders:%
I%think%the%alto%has%a%personality,%and%the%tenor%has%a%personality.%I%think%of%it%as%
male%and%female.%I%think%the%alto%is%a%female%personality.%I%think%the%tenor%is%a%male%
personality.%I%think%the%soprano%is%a%male%personality.%I%think%it’s%a%tenor%and%up%an%
octave%(Watts,%2015).%%
Higgins%(2015)%has%a%set%idea%of%which%saxophone%suits%specific%musical%ambiences.%
He%states%that%if%a%recording%is%“more%rock%‘n’%roll,%then,%of%course,%it’s%probably%going%
to%be%the%tenor%…%the%alto%is%sort%of%a%soul,%bluesy%instrument%[…]%people%like%their%tenor%
so%much%[because]%they%can%kind%of%go%to%any%direction”%(ibid.).%As%can%be%extrapolated%
from%Laughter’s%list,%more%solos%are%played%on%tenor%sax%than%alto.%Higgins%believe%this%
is%due%to%the%ease%of%playing%tenor:%
The%alto%is%a%harder%sell.%But%when%you%need%it,%you%need%it,%but%it%has%limitations%
when%you%play%like%outside%or%if%you%hit%kind%of%a%funky%note%on%the%alto%it%sort%of%
drives%it%right%in%your%ear.%And%the%same%kind%of%bad%note%on%the%tenor,%it’s%okay%…%
Like%I%did%one%solo%and%the%high%note%…%the%chord%was%…%I%think%I%was%in%Eb%minor%
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and% it%was%a%Bb7%chord,%and%my% first% time% through% I%hit%a%D.%All% right,%okay,% that%
worked.%And%that%bar,%the%producer%said,%“Yeah,%I’m%just%hearing%you%playing%Eb,%
I’m%hearing%that.”%I%go,%“Well,%that’s%not%going%to%work.”%The%next%time%I%do%it,%I%play%
the%high%F.%I%go,%“Yeah.”%Well,%everything’s%great,%I’m%just%hearing%this,%I%go,%“Okay,%
here’s%your%Eb”%and%I%loved%it.%It%was%a%wrong%right%note.%And%so%the%alto%that%might%
have%sounded%wrong%because%the%alto%has%such%a%direct%right%in%your%ear,%but%the%
tenor% it% just%sounded%pleasantly% ignorant.%And% I% learned%so%much% from% that%one%
moment%of%that%you%don’t%have%to%be%on%the%changes.%You%can%be%in%the%key,%you%
don’t%have%to%be%…%it%doesn’t%have%to%fit,%so%if%you%analyse%you%go,%“No,%you%don’t%
need%it.”%But%just,%but%you%have%to%be%careful%about%the%alto,%the%tenor%you%can%get%
away%with%a%little%bit%more,%little%tuning%issues%better.%Everything%is%a%little%easier%on%
the%tenor%(ibid.).%
Chris%Hunter%(2015)%also%sees%different%saxophones%as%distinctive%voices%which%require%
different%approaches:%
And%I%think%each%saxophone%has%its%own%sort%of%frequency%and%also%the%instruments%
themselves,% they% lend% themselves% to%different% linear%approaches.% I% try%generally%
not%to%play%the%same%on%the%soprano%as%I%would%on%alto%or%tenor.%I%mean%I%just%think%
the%same% fingering,%and% it’s% the%same%embouchure%and%all% that.%But%you’re% in%a%
different%state%of%mind%when%you’re%on%each%horn%I%think.%Well,%it’s%just%really%where%
it%sits%in%respect%of%frequencies%of%the%track.%The%tenor,%you%know,%you’re%really%in%
the%midst%of% the%sort%of% rhythm%section%sonorities.%Then% the%alto% just%sits%above%
that.%And%the%soprano%sort%of%floats%above%that.%
Gary% Herbig’s% career% path% undoubtedly% influences% his% philosophy% on% saxophones%
being% aliked% the% sax% is% but% one% of%many%wind% instruments% he% plays% professionally,%
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alongside% the% flute,% oboe% and% clarinet.% Of% the% commonly% played% saxophones% the%
soprano%is%generally%considered%the%most%removed%from%the%others%due%to%its%distinctive%
timbre%and%how%difficult%it%is%to%play%(particularly%in%tune!),%but%in%practice%the%tessitura%
of%the%alto%and%tenor%are%similar%to%the%soprano%once%altissimo%register%is%considered.%
When% saxophones% are% subjected% to% effects% electronically% added% during% studio%
production,%one%can%confuse%the%alto%and%tenor,%such%is%the%similarity%of%their%timbres%
and%capabilities%(Snitzer,%2015d%Davis,%2015).%Even%though%Davis%(2015)%specifies%the%
interchangeable%nature%of% those% instruments,%he%still% believes%with%each%he%has%an%
individual%relationship.%Each%instrument%should%therefore%be%viewed%as%having%its%own%
associations,% even% though% the% saxophone% family% shares% sonic% characteristics,%
particularly%when%heard%by%nonGmusicians.%
%
Statistics((
Which%Saxophone?%
The%shortcomings%of%Laughter’s%document%have%been%discussed,%nevertheless%
it% demonstrates% obvious% trends% and% warrants% serious% consideration.% With% several%
versions%of% this%document%online,% it% can%be%considered% in%a%state%of% flux.%Table%7.1%
tabulates%data%extracted% from%Laughter’s% ‘History%of% “Top%40”%Saxophone%Solos’% to%
show%the%type%of%saxophone%used%for%solos%in%popular%music%from%1955G2013:%%
Year%
Charting(hits(
featuring(
saxophone%
Soprano% Alto% Tenor% Baritone% Section%
1955( 34% % 6% 28% 1% 1%
1956( 49% % 6% 39% 8% 5%
1957( 48% 1% 12% 33% 5% 6%
1958( 63% % 10% 50% 2% 5%
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1959( 48% 1% 3% 35% 3% 10%
1960( 50% 1% 4% 39% 3% 7%
1961( 58% 2% 5% 51% 5%(1%bass)% 9%
1962( 56% 1% 7% 49% 9% 1%
1963( 32% % 1% 23% 5% 4%
1964( 28% 1% 3% 15% 8% 8%
1965( 21% % 2% 9% 9% 2%
1966( 18% % 2% 10% 9% 1%
1967( 15% % 2% 12% % 1%
1968( 18% 1% 3% 12% 3% 1%
1969( 13% 1% 2% 7% 1% 1%
1970( 10% % 1% 8% % 1%
1971( 7% 1% 1% 5% % %
1972( 8% % 4% 2% 1% 1%
1973( 18% 2% 7% 6% 5% 2%
1974( 15% % 4% 10% 1% 1%
1975( 20% 1% 7% 8% 1% 4%
1976( 20% 2% 3% 12% 2% 2%
1977( 13% 1% 4% 8% % 1%
1978( 29% 1% 13% 14% % 1%
1979( 22% 2% 8% 11% % 1%
1980( 30% % 10% 20% 1% 1%
1981( 25% 1% 8% 17% % 1%
1982( 32% 1% 13% 19% 1% 1%
1983( 23% 3% 7% 12% 1% %
1984( 22% % 7% 14% 2% 1%
1985( 33% 1% 8% 21% 1% 2%
1986( 32% 1% 10% 21% 3% %
1987( 23% 4% 6% 14% % %
1988( 27% 1% 9% 17% % %
1989( 17% 5% 3% 8% % 1%
1990( 16% 2% 4% 11% % %
1991( 20% 2% 5% 14% % %
1992( 12% 1% 4% 7% % %
1993( 9% 2% 5% 3% % %
1994( 5% % 3% 2% % %
1995( 2% 1% 1% % % %
1996( 5% 1% % 2% 2% %
1997( 3% 2% % 1% % %
1998( 3% % % 3% % %
1999*2000( 0% % % % % %
2001( 1% 1% % % % %
2002( 0% % % % % %
2003( 1% % % 1% % %
2004( 3% % 1% 2% % %
2005( 2% % % 1% 1% %
2006*2009( 0% % % % % %
2010( 1% % 1% % % %
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2011( 3% % % 3% % %
2012( 0% % % % % %
2013( 3% % 1% 1% 1% %
%
Table( 7.1:% Laughter’s% ‘History% of% “Top% 40”% Saxophone% Solos’% –% Statistical% Analysis% of%
Instrument%Type%
Table%7.1%highlights%the%impact%of%the%“Baker%Street%phenomenon”%(Ingham%&%Helliwell,%
1998,%p.%155)%which%took%place%in%1978,%and%that%saxophone%solo%usage%in%the%years%
of% this%study%(1972G1995)%does%not%again%reach% the%highs% it%experienced%during% the%
1950s%and%early%1960s.%After%1995%the% further%decline% in%saxophone%solo%activity% is%
clearly%evident%(Figure%7.1).%The%second%spike%on%this%graph%identifies%the%era%focused%
on%in%this%study.%
%
Figure(7.1:%Number%of%Saxophone%Solos%in%Charting%Popular%Music%Recordings%1955G2013%
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It%can%be%seen%that%the%tenor%is%by%far%the%most%commonly%used%saxophone%for%solos%in%
the%period%1972G1995%and%in%the%years%prior.%This%is%followed%by%the%alto,%which%is%a%
considerable% distance% ahead% of% soprano% or% baritone% solos% or% the% saxophone% soli%
(section% feature).% Between% 1962G66,% the% baritone% saxophone% voice% was% employed%
almost%as%often%as%the%alto,%but%its%usage%peters%out%almost%entirely%after%1986%(ibid.).%
It% is% usurped% by% the% soprano,% which% takes% its% place% as% the% third% most% common%
saxophone%selected%for%solos%from%1987%onwards.%%
Higher% pitched% saxophones% with% brighter% sounds% can% cut% through% denser% backing%
textures%and% increasing%amounts%of%production% (Watts,%2015).%Thus%an%expectation%
exists% that% the%alto%and%soprano%saxophones%would%have%become%more%commonly%
selected% for% solos% between% 1972G1995.% However,% the% tenor% sax,% established% as% a%
staple%voice%of%the%50s%rock%‘n’%roll%sound%(Segell,%2005,%p.%147),%does%not% leave%its%
position%as%the%primary%solo%saxophone%voice.%Several% interviewees%noted%that%they%
could% play% equally% as% high% on% the% tenor% sax% as% they% could% on% the% alto,% placing%
insignificant%distinction%between%the%range%of%these%instruments%at%professional%levels%
(Snitzer,%2015).%With%range%removed%as%a%consideration%the%moderately%larger%sound%
of% the% tenor%saxophone%ensures% its%place%as% the%dominant%solo% instrument.%Further%
cementing% its%position%as% the%saxophone%of%choice% is% the% fact% that%most% ‘big%name’%
modern%jazz%saxophonists%principally%play%tenor.%
%
When%Solos%Occur%
Appendix% B% shows% a% table% outlining% the% location% of% a% saxophone% solo% in% a%
recording%and%the%language%used%in%the%opening%and%closing.%Having%calculated%data%
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for%the%hundred%solos%in%this%table%it%was%ascertained%that%on%average%saxophone%solos%
occur%59.75%%of%the%way%through%a%recording.%Interestingly,%this%is%close%to%the%%magical%
‘golden%mean’%or%divine%proportion%(0.618)%found%in%the%work%of%many%artists,%architects%
and%composers%such%as%Salvador%Dalí,%Le%Corbusier%and%Béla%Bartók%(Bachmann%&%
Bachmann,% 1979,% p.72).% This% is% discussed% in% the% Further% Research% section% of% the%
conclusions.%
The%data%in%Appendix%B%also%reports%that%the%average%duration%of%the%saxophone%solo%
in% a% charting%popular%music% recording% is% 25.35% seconds% long%and% that% the%average%
amount%of%the%recording%taken%up%by%a%solo%is%approximately%10.35%.%Of%course,%there%
are%some%notable%exceptions,%and%the%latter%statistic%does%not%consider%the%variety%of%
solo%lengths%where%some%features%may%be%just%a%few%seconds%long%and%others%are%in%
excess%of%a%minute.%Ninety%seven%of%the%hundred%solos%take%place%after%the%29%%mark%
of%a%recording%and%seventy%seven%occur%after%the%halfway%point.%%
%
Location%in%Recording%Form%
Of%the%hundred%solos%analysed%in%Appendix%B%the%general%trend%is%for%the%solo%
to%be%superimposed%over%the%same%harmonic%material%as%the%verse,%chorus%or%basic%
groove%structure%of%the%recording%where%the%chorus%and%verse%of%the%recording%are%the%
same%and%only%distinguishable%by%melodic%or%lyrical%difference%(Figure%7.2).%%
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%
Figure(7.2:%%Formal%Section%of%a%Recording%Where%Saxophone%Solos%Occur%
In% Figure% 7.2,% the% ‘Other’% column% includes% preGchoruses% that% differ% from% the%
bridge% of% recordings,% or% chord% grooves%which% are% substantially% different% from%other%
structural%material%in%recordings.%Where%a%solo%lasts%only%part%of%the%verse%or%chorus%
material%it%has%been%included%in%the%verse%or%chorus%grouping.%%
Although%an%instrumental%solo%often%provides%contrast%in%a%recording,%superimposing%
the%solo%over%an%accompaniment%of% the%same% instrumental,% rhythmic%and%harmonic%
material%to%that%vocalists’%experience%when%singing%verses%or%chorus%allows%the%listener%
to%stay%well%within% their%comfort%zone%and% to%continue%singing%a%memorable%chorus%
melody.% If% popular% music% is% about% familiarity,% then% these% statistics% on% where% most%
saxophone%solos%occur%confirms% the%paradigm.%Thus% the%superimposition%of%a%solo%
above%unfamiliar%harmonic%material,%such%as% in%Michael%Brecker’s% feature%on%Candi%
Staton’s%‘Young%Hearts%Run%Free’,%is%an%uncommon%occurrence.%
%
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Links%Between%Soloing%Language%and%Form%
Within%popular%saxophone%solos%melodic%devices%(sometimes%clichés)%are%used%
to% commence% and% conclude% solos.% Figure% 7.3% displays% the% amount% each% opening%
device%is%used.%%%
%
%%
Figure(7.3:%Devices%Used%in%the%Opening%of%Solos%Analysed%in%Appendix%B%
The%fast%scalic%run%referred%to%by%Herbig%as%‘Opening%3D’%occurs%only%eight%times%within%
the%hundred%analysed%solos.%Apart%from%the%three%times%it%is%used%by%Herbig,%it%is%also%
used%by%Michael%Brecker%to%open%his%solo%on%the%Paul%Simon%ballad%‘Still%Crazy%After%
All%These%Years’.%The%pentatonic%version%of%the%quick%scalic%ascending%run%occurs%six%
times%and%twentyGnine%solos%have%melodies%that%begin%with%upward%ascents.%Thus,%a%
total%of%fortyGthree%solos%–%nearly%half%of%the%hundred%studied%–%begin%with%some%kind%of%
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ascending%melodic% contour.% The% other%most% common% strategy% to% beginning% a% solo%
found%in%this%data%is%commencing%on%a%long%high%note.%This%occurs%fifteen%times.%%
A% graph% of% the% way% the% analysed% solos% conclude% (Figure% 7.4)% illustrates% a% clear%
supremacy%of% two%ending%devices:% finishing%on%a%high%note%or%a%quick% fallGaway.%As%
discussed%in%Chapter%Six,%there%is%a%clear%symbiosis%between%these%two%devices,%as%a%
high%note%is%required%to%produce%the%descending%cliché%of%the%fallGaway.%%%
%%
Figure(7.4:%Endings%Used%for%Saxophone%Solos%in%Popular%Music%
Of% the% hundred% solos,% forty% four% featured% the% fallGaway% ending% and% twenty% eight%
concluded%with%a%sustained%high%note.%Four%of%the%solos%were%played%over%‘outros’%and%
subjected%to%a%fade%out.%In%these%cases,%if%the%ending%was%not%clear%the%solo%has%been%
marked%N/A.%In%other%examples%if%a%fade%coincided%with%the%saxophonist%falling%away%
in%his%melody% in%an%obvious%winding,%down% the%ending%has%been%counted%as%a% fallG
away.%
0 10 20 30 40 50
n/a
Melodic1Shape
Middle1of1Horn
Placed
Held1Note
Riff
Fall=Away
High1Note
Occurances
S
ol
o 
E
nd
in
g
rre c s
 
 
234
%%
Figure(7.5:%Section%of%Recordings%to%Follow%High%Note%Endings%%
Of%the%solos%finishing%with%high%note%endings%eight%continued%to%the%chorus%and%nine%
returned% to% the% verse% (Figure% 7.5).%Only% three% solos% returned% to% the% bridge% or% preG
chorus,%and%the%remaining%solos%led%to%instrumental%breaks/breakdowns%or%other%solos.%
Helliwell%(2015)%and%Valentine%(2016)%both%intimated%that%one%could%not%finish%a%main%
solo%with%the%high%note%ending%cliché%unless%a%payoff%chorus%immediately%follows.%For%
example,%Tina%Turner’s%1989%hit%single,%‘The%Best’.%However,%this%assertion%was%largely%
disproved,%as%the%high%note%ending%is%frequently%used%to%head%elsewhere%than%a%payoff%
chorus.%During%the%interview%process,%many%saxophonists%discussing%‘cliché’%language%
stipulated% that% the% section%of% the% recording% that% comes%next% is%more% important% that%
where%the%solo%is%placed%(Valentine,%2016d%Davis,%2015).%
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%
Figure(7.6:%Section%of%Recordings%to%Follow%FallGAway%Endings%%
Of%the%forty%four%fallGaway%endings%in%the%hundred%solos%(Figure%7.6),%ten%led%back%to%
the%verse%whereas%eight%lead%to%the%chorus%and%nine%head%to%the%bridge.%Seven%mark%
the%end%of%the%recording.%Other%solos%lead%into%drum%breaks,%vocal%tags,%instrumental%
breaks%and%preGchoruses.%The%fallGaway%ending%is%not%used%as%an%exclusive%device%for%
concluding% solos%when% the% solo% precedes% the% bridge% or% preGchorus%where% there% is%
typically% a% reduction% in% energy.% Instead% it% is% used% equally% to% head% into% big% payGoff%
choruses%used%to%conclude%some%popular%music%recordings.%
One%can%identify%certain%governing%traits%in%how%solos%finish%when%a%particular%section%
follows%the%chorus.%Solos%that%occur%just%before%the%bridge%of%a%recording%mostly%finish%
with%fallGaway%endingsd%ten%of%the%fourteen%solos%that%lead%to%the%bridge%conclude%in%this%
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way%(Figure%7.7).%Solos%that%lead%into%a%preGchorus%(clearly%not%a%bridge)%also%commonly%
finish%with%fallGaway%endings.%
%
Figure(7.7:%Endings%Used%When%a%Bridge%Follows%the%Solo%
When%leading%into%a%chorus%(Figure%7.8),%the%distribution%of%the%different%types%of%ending%
is% more% evenly% balanced.% Although% significantly% more% solos% finish% with% fallGaway%
endings%than%high%notes,%high%note%endings%tend%to%lead%to%choruses.%The%high%note%
ending%leading%to%the%payoff%chorus%is%logical%as%it%gives%momentum.%FallGaways%are%
also%the%most%common%way%of%ending%a%solo%when%it%leads%back%into%a%verse.%%
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%
Figure(7.8:%Solo%Endings%When%Progressing%to%a%Chorus%%%
%
Avoiding(Collision(with(the(Vocalist’s(Re*Entry(
The%relationship%between%saxophonist%and%vocalist%in%popular%music%recordings%
is%important,%even%though%the%two%performers%almost%never%meet%in%the%studio.%Often%
saxophone%players%provide%an%intro,%solo%and%fills%(Watts,%2015)%to%complete%a%popular%
music%recording.%Herbig%states%that%it%is%very%important%to%“keep%it%simple%and%stay%out%
of%the%way%of%the%vocalist.%Play%in%the%holes%only”%(2015).%Some%performers%believe%you%
can%begin%or%end%a%solo%on%the%same%note%on%which%the%vocalist%finishes%or%restarts,%
however,%others%believe%the%contrary.%Davis%(2015)%and%Helliwell%(2015)%both%assert%
that%matching%the%notes%of%the%vocalist%when%beginning%and%closing%solos%is%a%useful%
practice.%
I%use%a%lot%of%vocal%techniques%you%could%say.%And%for%me,%it’s%a%second%voice.%So%
you%know,%classic%things,%a%bit%of%a%cliché%but%the%singer%finishes%on%a%high%note,%
0 2 4 6 8 10
Other
Middle0of0Horn
High0Note
Fall9Away
Occurences
S
ol
o 
E
nd
in
g
rences
 
 
238
and%the%sax%takes%over%from%that%note,%and%he%just%sort%of%dovetails%into%it.%And%the%
old%thing%with%if%you%were%next%door%and%you%heard%Lester%Young%and%Billie%Holiday%
riffing,%you%weren’t%quite%sure%who%was%who%sometimes.%And%so%it’s%very%vocal.%It’s%
almost% like%another%human%voiced% it’s% like%a%duet.%And%when%the%sax% is%…%riffing%
away,%it%could%be%fulfilling%the%function%of%backing%vocals%(Davis,%2015).%
Similarly,%when%closing%solos%Helliwell%suggests:%
I%might%like%to%end%on%the%same%note%that%the%vocalist%is%coming%in%with.%But%just%if%
it%felt%good,%yeah,%but%I%would%listen%to%it%first%and%think,%yeah,%well,%I%must%…%maybe%
I%can%do%it%so%I%finish%on%that%A%or%whatever%it%will%be%(2015).%
Conversely,%Higgins%(2015)%says%you%cannot%finish%a%solo%on%the%same%note%on%which%
the%vocalist%reGenters.%This%accords%with%Watts’%(2015)%ideal%of%finishing%somewhere%
“out%of%character”%from%the%vocalist’s%entry.%He%will%often%finish%a%solo%on%a%very%high%
note,%often%in%the%altissimo%register,%thus%easily%avoiding%any%potential%clash%with%the%
vocalist.%Adhering%to%the%high%note%ending%stereotype%negates%a%saxophonist%needing%
to% consider% the%vocalist’s%note%of% reentry.% Likewise,% the%vocal%note%of%entry%will% not%
appear%matched%by%a%saxophonist%executing%the%‘falling%away’%ending%to%exit%his%solo.%
It%should%be%noted%for%the%solos%in%this%thesis%that%finish%on%held%notes,%the%vast%majority%
conclude%on%a%different%note%to%the%vocalist’s%entry.%For%those%that%do%enjoy%duplicating%
the%vocalist’s%opening%and%closing%notes,%they%do%not%state%it%is%a%requirement,%only%a%
device%they%find%effective%on%occasion.%%
%
Recorded(Solo(Needing(to(be(Played(Live(
There% is%an%awareness% in%many%of% the%saxophonists,%who%also% tour%as%band%
members%or%sidemen,%that%they%must%reference%what%is%played%on%the%records%in%the%
 
 
239
live%concert% situationd% there% is%no%expectation%or% requirement% for% them% to% improvise%
when%on%tour.%The%level%of%exactitude%in%this%practice%varies%amongst%saxophonists%and%
the% repertoire% they% play.% This% practice% also% requires% some% touring% saxophonists% to%
perform%solos%that%were%originally%improvised%or%devised%by%others.%Asked%if%he%plays%
solos%the%same%way%on%tour%as%on%the%original%recordings,%Davis%said:%
Let’s%take%M%People%for%example.%And%like%I%get%the%last%thirty%two%bars,%and%the%last%
eight%bars% I%always%play% the%same%as% I%played%on% the%record.% I%always%play% that%
because%the%theme%has%sort%of%become%part%of%the%record%(2015).%
Asked%if%this%was%to%cue%the%band%that%the%end%was%imminent,%Davis%responded%“No,%
not% that.% If% it%was% just% simply% to%do% that% I% could%give% them%a%sign%basically,%but% just%
because%it%just%feels%the%right%thing%to%do”%(ibid.).%Hamilton%(2015)%described%an%instance%
of%being% firmly% told%not% to% improvise,%and% to%play% the%solo% from% the% recording%when%
performing%with%Duran%Duran:%
Yeah,%you%wouldn’t%play%a%different%solo.%Right,%on%that%subject,%it’s%very%funny.%The%
very% first% time% I% ever% played% ‘Rio’% live% with% them% I% went% to% play% a% different%
solo.%Because%that%was%an%improvised%solo,%I%did%it%and%then%I%left.%I%didn’t%listen%to%
it%in%any%depth%as%if%it%were%some%kind%of%iconic%solo,%whether%it%became%one%later%
or% not,% I% don’t% know.% But% the% first% time% I% ever% played% it% live% I% played% something%
different.%And%of%course%they%all%stopped%in%rehearsal,%“What%are%you%doing?%You%
know%play%exactly%the%same%solo%you%played%on%the%record”%(2015).%
When%asked%if%he%transcribed%the%solos%from%the%records%to%play%live%Hamilton%said%he%
“certainly%didn’t%transcribe,%[he]%had%a%good%listen%and%relearned%it”%(ibid.).%
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The%need%to%play%solos%as%heard%in%the%recordings%is%a%firmly%held%convention%for%Andy%
Snitzer%(2015).%When%playing%with%Paul%Simon%he%stated,%“when%[he]%play[s]%‘Still%Crazy%
After%All%These%Years,’%[he]%starts%how%Mike%[Brecker]%starts.%And%then%[he%deviates]%a%
little%bit”%(Snitzer,%2015).%However,%when%he%played%‘Just%the%Way%You%Are,’%with%Billy%
Joel,%he%played%the%solo%verbatim%to%Phil%Woods%on%the%recording%as%‘it’s%part%of%the%
composition”%(ibid).%
Yeah.%I%mean%so%here’s%how%I%feel%about%that,%it’s%a%similar%conversation,%like%Paul%
Simon’s%show%is%not%a%jazz%concert,%you%know,%it’s%closer%to%a%Broadway%show%than%
a%jazz%concert.%And%I%don’t%mean%like%…%I%don’t%mean%audiologically%but%what%I%mean%
is%it’s%been%designed%with%the%set.%It’s%been%ordered%to%be%effective%in%the%context%
of%a%show,%right?%They%have%an%arc%over%the%course%of%two%hours%to%be%successful%
as% a% show% for% an% audience.%Do% you% know%what% I%mean?% The% thing% is% specific.%
Nobody’s%improvising%anything%up%there.%So%I%don’t%see%context%for%trying%to%make%
it%that.%I%want%to%arrive%at%something%that’s%memorable%and%beautiful%and%has%a%lot%
of% vibe% and% then% perform% it.% Or% you% could% say% classical%music,% you% know,% it% is%
written.%I’m%a%jazz%musician,%but%it%drives%me%crazy%because%these%guys,%like%it’s%not%
cool%unless%it’s%improvised.%The%whole%history%of%classical%music%is%not%improvised,%
there’s%plenty%of%cool% there,%do%you%know%what% I%mean?%All%sorts%of%cool.%Yeah,%
well,%you%know%what%I%mean?%Like%I% think%Chopin%is%cool%and%Debussy%are%cool,%
and%that’s%not%improvised%(ibid.).%
For%some%performers,%such%as%Supertramp’s%John%Helliwell,%there%is%license%to%divert%
fractionally:%
[W]ith% ‘It’s%Raining%Again’% there’s% some%phrases% in% there.%And% yes,% so% live%with%
Supertramp,%I%would,%as%you%say,%keep%it%in%a%similar%vein.%The%solo%I%play%now%on%
‘The%Logical%Song’%is%not%exactly%like%the%old%one,%but%it’s%got%elements%of%it.%And%
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people%want% to% hear% that.%But% as%well,% I’m%not% copying%anyone% to% do% itd% it’s%me%
anyway.%So%I’m%giving%it%to%them.%And%I’m%very%happy%to%do%that.%I%don’t%view%it%as%
selling%out%or%anything%because%it’s%my%creation%in%the%first%place%(2015).%
Although%the%material% is%established,%many%of%Supertramp’s%solos%are%longer%than%a%
simple%four%or%eight%bar%interlude.%Supertramp’s%music%has%jazz%harmonic%influences,%
and%Helliwell’s%establishment%as%soloing%band%member%clearly%lowers%the%expectation%
on%him%to%reproduce%solos%verbatim%as%they%appear%on%the%record.%Helliwell%also%plays%
keyboards% live%on%stage% for%Supertramp,%but%he%specifies% that%during% the% recording%
process%he%is%only%a%saxophonist/clarinetist.%%
A% clear% consensus% emerged% though% the% interviews% that% touring% popular% music%
performances%are%not%jazz%gigs%and%improvisation%is%not%a%requirementd%once%a%solo%
has%become%a%hit%the%expectation%is%to%deliver%that%same%solo%again%and%again.%This%
provides%a%sense%of% familiarity% to% the%audience%wishing% to%hear%and%sing%along%with%
material% that% they%are%accustomed% to%but%also,%as%Snitzer%highlights,% it%enables% the%
focus%to%be%purely%on%the%delivery%of%crafted%material,%often%compiled%through%multiple%
takes%in%the%studio,%to%be%“memorable%and%beautiful”%(2015).%
%
Overview(
Based% on% my% analyses,% the% saxophone% solo% tends% to% operate% as% a% device%
independent%from%which%section%of%the%recording%form%it%is%superimposed%over,%follows%
or%precedes.%Its%purpose%and%inclusion%within%the%popular%recording%is%based%on%either%
its%extraGmusical%connotations%or%its%ability%to%simply%be%an%alternative%colour%to%other%
soloing% instruments.% % Many% saxophone% solos% occur% around% the% same% point% in% the%
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recording%so%perhaps%other% instrumental%solos%are% the%same?%When%examining% the%
relationship% between% clichéd%ending%devices% performed%by% soloists% and% the%part% of%
recording%form%that%follows%the%solo,%the%clichés%generally%do%not%indicate%a%particular%
forthcoming%section%of% the% form.%Two%exceptions%exist:%when%there% is%an% impending%
bridge%or%preGchorus,%soloists%tend%to%use%fallGaway%endings%at%the%end%of%their%solos%
and% when% heading% to% payoff% choruses% often% saxophone% solos% conclude% with% high%
notes.%%
According%to%the%interviewees%the%saxophone%signifies%something%human%or%vocal%(air)%
when%employed%as%a%solo%instrument.%This%links%with%the%singable%idea%explored%in%the%
chapter%on%melodic%language.%Other%perceived%ideas%include%the%saxophone%adding%a%
retro%feel%to%a%recording%or%being%a%symbol%of%luxury.%Only%one%interviewee%commented%
on% the% saxophone% as% a% symbol% of% sexuality% despite% the% literature% review’s% many%
mentions%of%sex%and%androgyny.%This%suggests%that%performers%do%not%wish%to%cheapen%
their%art%form%by%considering%themselves%employed%to%provide%a%sexual%element%to%a%
recording.% Perhaps% the% vocal% association% is% a%way% to% soften% the% sexual% idea%while%
keeping%a%sense%of%the%human%element%alive?%
This%study%statistically%confirms%the%existence%of%Ingham%and%Helliwells%‘Baker%Street%
phenomenon’% (1998)% as% a% second% boon% in% saxophone% solo% usage.% Almost% all%
saxophone%solos%between%1972G1995%are%performed%on%either%the%tenor%or%alto%saxes,%
primarily% the% tenor.%The% similarity% between% the% two% instruments’% soloing% range%also%
suggests%that%the%saxophone%solo%acts%as%a%vocal%substitute%and%needs%to%match%the%
vocal% range.% Perhaps% all% instrumental% solos% are% akin% to% the% vocal% range?% The%
suggestion% that% solos% from% recordings% be% played% live% could% indicate% the% need% for%
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melodic%language%to%be%singable%or%that%popular%music%is%built%on%familiarityd%should%
hearing%a%product%live%match%what%is%heard%on%the%radio%or%the%purchased%recording.%
%
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CHAPTER(EIGHT(–(CONCLUSIONS(
“I%think%we%got%what%we%need”%(Smith,%as%cited%in%Morones,%2008)%
The%saxophone%solo%played%a%prominent%role%in%recorded%popular%music%from%
1972G1995,%particularly% in% the%middle%years%of% that%era.%This%chapter%unites% findings%
from%interview%data,%musical%analysis%and%literature%to%respond%to%each%of%the%three%key%
research%questions.%Changes%in%the%role%of%the%saxophone%in%recorded%popular%music%
after%1995%are%discussed%briefly%as%are%areas%for%further%research%that%have%emerged%
from%this%study.%
%
Performance(Practice(of(Saxophone(Soloing(in(Popular(Music(1972*1995((
Production%Processes%
The%practice%of%recording%saxophone%solos%in%popular%music%between%1972%and%
1995%included%a%range%of%studio%procedures%and%personal%approaches%by%performers.%
The%production%process,%and%variations%of%it,%became%a%key%focal%point%of%this%research%
due%to%the%impact%of%producer%and%engineer%in%the%final%musical%product.%This%was%a%
fact%drawn%both% from% the% literature% (Miller,%1981,%p.59d%Davis,%1998,%p.%121)%and%all%
interviewees.%The%improvised%or%composed%creative%output%of%the%saxophonist%could%
be%manipulated%in%any%manner%the%producers%chose,%and%a%wide%range%of%experiences%
and%procedures%was%described.%Even%when%a%commonplace%practice%was%discussed,%
such%as%the%solo%being%recorded%as%the%last%overdub,%deviations%were%still%described%
amongst% interviewees% and% in% the% literature.% Reasons% included% the% identity% of% the%
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session%producer,%whether%the%saxophonist%took%it%upon%himself%to%direct%the%session,%
and%occasionally,%the%presence%of%the%vocal%artist.%
Although%horns%tended%to%be%recorded%as%overdubs%(Burgess,%2013,%p.%78),%with%solos%
generally%recorded%last%(Miller,%1981,%p.%61),%the%literature%provides%little%explanation%for%
this%practice.%According%to%the%interviewees,%the%main%reasons%include%the%lateness%of%
the%decision% to% include%a%saxophone% (Davis,%1998,%p.%118d%Watts,%2015d%Valentine,%
2016),%ease%in%recording%a%saxophone%rather%than%rhythm%section%parts%(Pickett,%2015),%
ability%to%easily%fix%mistakes%(Valentine,%2015),%difficulty%in%recording%solos%if%tracks%are%
incomplete% (Snitzer,% 2015d% Davis,% 2015),% and% the% increased% ability% to% hear% the%
sentiment%of%the%recording%if%the%vocal%was%already%present%(Davis,%2015).%(
Although%all%the%above%reasons%for%recording%the%sax%solo%last%are%valid,%it%is%likely%that%
this%tradition%was%entrenched%long%before%1972%and%had%been%passed%on%for%decades%
between%studio%workers,%producers%and%players.%%
%
Solo%Creation%%
Although%all%session%musicians%permitted%their%recordings%to%be%manipulated%at%
the%producer’s%discretion,%interviewees%articulated%many%variations%in%studio%practice%
when% it% came% to% the% creation% of% a% solo% on% a% popular%music% recording% (Table% 8.1).%
Producers%were% free% to%manipulate% the%saoxphonist’s%output%of% the%session%without%
requesting%approval%unless%the%performer%was%a%fullGtime%band%member%rather%than%a%
session%musician%(Helliwell,%2015).%Composite%solos%created%by%producers%were%not%
always%musically%satisfying% for% the%performers%who%performed% them% (Snitzer,%2015d%
Higgins%2015d%Pickett,%2015).%
 
 
246
Process( Purpose( Source(
Set%Number%of%Takes%
Saxophonist%creates%more%than%enough%
versions%that%they%are%happy%with%so%
confidence%is%there%that%producer%will%have%
what%they%need%
Watts,%2015%
Herbig,%2015%
Valentine,%2016%
Provide%varying%
number%of%takes%
Work%until%confident%there%is%something%the%
producer%is%happy%with%
Helliwell,%2015%
Higgins,%2015%
Crafting%Method%
GSaxophonist%has%more%control%over%the%%
%end%product%%
G%Incorporates%producer%in%activity%
G%Better%overall%product%created%
Snitzer,%2015%
Producer/Artist%
Sings%Line%to%Performer%
G%Producer/artist%gets%end%product%they%desire%
G%Artist%producer%has%been%working%%
Watts,%2015%
Davis,%2015%
Higgins,%2015%
Playing%Over%
Entire%track%
G%Gives%greater%material%for%producers%%
%%to%dissect.%
G%Performer%gets%more%involved%in%the%%%%%%%%
%%whole%recording%
Morones,%2008,%p.%70%
Watts,%2015%
Davis,%2015%
Punching%in%the%Second%
Half%of%a%Recording%or%
Making%Repairs%
Good%material%does%not%need%to%be%reG
recorded%
Hamilton,%2015%
Hunter,%2015%
Miller,%1981,%p.%59%
(
Table(8.1:(Methods%of%Solo%Construction(
Saxophonists%rarely%played%solos%they%had%prepared%before%sessions%(Hunter,%2015d%
Davis,% 2015)% as% these% ideas% were% normally% set% aside% during% the% collaborative%
atmosphere%of%a%session.%Several%performers%had%used%more%than%one%of%the%methods%
in%Table%8.1d%being%a%part%of%another%person’s%creative%venture%they%often%had%to%be%
flexible%and%collaborative.%Interviewees%also%agreed%with%Davis%(1998,%p.%120)%that%all%
tracks% differ,% and% a% “caseGbyGcase”% approach% is% required% (Snitzer,% 2015).% Snitzer’s%
(ibid.)% method% of% crafting% solos% allowed% him% greater% control% over% the% final% musical%
outcome%but%he%needed%the%producer’s%cooperation%during%the%creative%process.%
Some%performers%were% invited% to%give% their%opinions%on% the%solos% they%had%created%
whilst%others%were%not.%Soloists%normally%engaged%in%little%to%no%preparation.%There%was%
no%sheet%music%provided,%and%saxophonists%were%generally%required%to%use%their%aural%
 
 
247
skills%to%ascertain%solo%length,%structure%and%harmony.%Often%there%was%no%explanation%
of%the%mood%of%the%recording%or%what%the%producer%desired.%If%the%vocal%was%present%
the%lyrics%may%provide%insight%but%normally%a%performer%would%decide%how%to%play%based%
on%the%ambience%of%the%music%(Hamilton,%2015d%Marsalis,%2016).%%
The%performance%of%popular%music%is%often%heavily%dependent%on%players’%aural%skills.%
Reasons%for%the%lack%of%sheet%music%and%chord%charts%include%a%lack%of%preparedness%
by% producers% (Hamilton,% 2015),% lastGminute% decisions% to% include% a% saxophone% solo%
(Watts,% 2015),% and% suspicion% of% musicians% who% read% music% (Valentine,% 2016)%
potentially%because%of%a%lack%of%formal%musical%literacy%in%producers%(ibid.).%
Although%the%lack%of%information%given%to%saxophonists%during%the%recording%process%
might%be%construed%as%a%major%disadvantage,%it%is%actually%somewhat%helpful%in%creating%
a%finished%product%that%is%not%overly%complicated.%Minimal%critique%is%given%to%musicians%
during%sessions.%If%comments%are%received%they%are%often%either%very%general%in%nature%
or%merely%an%instruction%to%simplify.%If%producers%or%artists%sang%lines%to%saxophonists%
for% them% to%perform,%as%professional%session%musicians% they%were%happy% to%oblige,%
especially%as%they%were%new%to%the%music%the%producers%had%been%working%on%(often%
for%considerably%more%time)%(Higgins,%2015).%%
Most%performers%liked%to%have%reverb%placed%on%their%sound%during%recording%(Davis,%
1998,% p.% 120d% Laughter,% 1992,% p.% 52)% as% ‘playing% dry’% can% make% performers%
uncomfortable%(Hamilton,%2015d%Valentine,%2016).%It%was%important%to%have%a%good%mix%
in% the% headphones,% and% performers% could% alter% this% manually% by% slightly% lifting% an%
earphone% off% to% hear%more% of% themselves% (Helliwell,% 2015d% Hamilton,% 2015).% Other%
effects%on%the%saxophone%sound%were%included%at%the%discretion%of%producers.%During%
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the% recording% process% performers% appreciated% not% hearing% their% sound% treated% by%
compression%(Higgins,%2015d%Davis,%2015)%even%though%it%would%almost%certainly%be%
added%during%the%post%production%process.%However,%if%delays%were%to%be%placed%on%
the%saxophone%sound%performers%appreciated%knowing%so% they%could%work%with% the%
effect%to%create%more%effective%melodies%(Snitzer,%2015).%A%common%reason%for%effects%
being% added% to% saxophonists’% sounds% following% recording% included% changes% in%
orchestration%later%in%the%production%process%such%as%adding%strings%(Helliwell,%2015d%
Watts,%2015).%%
Variation%exists% in%how%saxophone%players% feel%solos%should%be%constructed.%Some%
believe%solos%definitely%should%be%wholly% improvised%(Marsalis,%2016d%Herbig,%2015)%
whereas%others%were%more%flexible%and%used%whichever%method%was%appropriate%on%
the%day%(Higgins,%2015d%Davis,%2015).%Snitzer’s% (2015)%personal%choice% to%compose%
and% record% phraseGbyGphrase% reflects% his% feelings% that% a% memorable% quality% end%
product%is%important%than%any%idealism%of%improvisation.%It%also%removed%the%possibility%
of%producers%tampering%with%his%melodic%output.%%
Improvisation%is%essentially%impromptu%composition.%Melodies%for%solos%being%created%
by% improvisation% reduces% players’% sense% of% entitlement% as% composers.% In% live%
performance%of%popular%music,%standard%procedure% is% to%play%solos%from%recordings%
verbatim.% Improvisation% has% little% role% in% the% live% performance% of% solos% in% charting%
popular%music%so%there%is%no%inherent%requirement%for%improvisation%to%be%involved%in%
the%studio%processd%solos%may%be%precomposed.%As%well%as%inherent%jazz%idealism%in%
many%saxophone%players,%other%reasons%for%improvisation%include%early%improvisations%
in%the%session%process%not%being%too%complicated%and%retaining%players’%feelings%that%
they%are%not%composers%and%thus%not%entitled%to%royalties.%Snitzer%composing%phraseG
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byGphrase%accepts%he%is%officially%still%improvising%and%his%solos%remain%idiomatic%and%
uncomplicated% as% he% is% aware% of% the% language% required.% This% language% is% not%
responsive%to%the%chord%sequence%but%glosses%over%the%overall%harmony%relating%to%the%
key%(Higgins,%2015).%The%phenomenon%of%a%solo’s%standard%dropping%following%initial%
takes% and% taking% time% to% rise% again% (Higgins,% 2015)% may% create% frustration% in% the%
recording%process,%but%Snitzer’s%work%methods%abnegate%this%phenomenon.%%
Although% there% will% be% a% certain% thrill% level% transmitted% into% music% during% an%
improvisation,%particularly%one%where%there%is%only%limited%familiarity%with%the%backing%
material,%such%as%on%first% takes,% this% level% is%possible% from%a%performer%successfully%
delivering%preconceived%material,%as%Snitzer%does.% Improvising%several% takes% in% the%
studio% possibly% feels% like% it% requires% ‘less% thinking’% and% is% more% laidGback,%
complementing%the%popular%music%aesthetic%which%eschews%elitism%and%overt%displays%
of%virtuosity.%
When%improvising,%a%performer%may%use%certain%techniques%to%ensure%relevance%to%the%
song%within%their%solo,%including%using%part%of%the%melody%or%a%response%to%the%vocal%
line%(Yellin,%1978,%p.%67d%Higgins,%2015).%Yellin’s%suggestion%of%relevance%targets%rock,%
not%popular%music%solos%even%though%it%was%published%in%1978.%Motivic%development%
and%repetition%of%melodic%cells%are%also%useful%devices%for%the%creation%of%successful%
improvised%solos.%%
Some% saxophonists% place% great% importance% on% first% takes% of% solos% in% a% recording%
session.%During%first%takes%many%performers%believe%there%is%a%freshness%in%the%process%
that%adds%an%extra%layer%of%excitement%(Hunter,%2015d%Herbig,%2015d%Davis,%2015).%It%
also%holds%performers%back% from%overGplaying,%or% following% the%harmony% too%deeply%
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(Higgins,%2015).%Saxophone%players%typically%provide%multiple%takes%of%a%solo,%however%
some%interviewees%recounted%the%experience%of%the%first%take%being%the%one%chosen%for%
the%final%recording%(Davis,%2015d%Herbig,%2015).%In%rare%instances,%only%a%single%take%
was% recorded,%with% the%producer% immediately%moving%on%with% the%session% (Higgins,%
2015d%Davis,%2015).%%
‘First%Take%Magic’%is%only%possible%if%performers%are%recording%completely%improvised%
takes,% something% not% possible% using% Snitzer’s% crafting% method% which% allows%
preparation.%He%can%punch% in%and%sound%seamless,%something%he%notes%as%a%great%
strength%(2015),%but%it%may%not%work%as%well%for%others.%In%the%literature%the%first%take%
method%was%acknowledged%as%the%norm%for%Brian%May’s%guitar%solos%(Obrecht,%1983)%
but%the%significance%to%saxophone%players,%and%that%the%first%take%may%be%the%only%take%
was%not%acknowledged.%%
From%1972G1995,%saxophone%solos%were%occasionally%recorded%in%different%keys%from%
the%final%release.%Tapes%were%sometimes%sped%up%to%raise%the%pitch.%Though%not%a%solo%
as%defined%in%this%study,%the%hook%in%‘Careless%Whisper'%is%a%famous%example%of%this%
practice%(Hamilton,%2015).%With%performers%entering%sessions%with%little%knowledge%of%
the%recording,%and%leaving%not%knowing%which%sections%of%their%takes%would%make%the%
cut,%or%even%if%their%creation%would%reach%an%audience,%most%would%have%no%recollection%
of%if%this%practice%occurred.%What%may%be%played%live%countless%times%on%tours%and%by%
innumerable%cover%bands%may%be%the%result%of%a%producer’s%cutGandGpaste%job.%
Performers% are% normally% able% to% choose%with% which% saxophone% they% record% solos,%
especially%as%some%producers%are%unaware%of%different%saxophone%types.%The%effective%
range,% in%concert%pitch,%of%both%alto%and% tenor%saxophones,% is% roughly%similar%when%
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professional%performers%play%in%the%altissimo%register.%It%is%common%for%performers%to%
bring%multiple%instruments%to%a%recording%session%and%typically%they%make%no%alteration%
to%their%standard%setup%(mouthpiece,%reed,%embouchure)%to%play%a%solo%on%a%popular%
music%recording.%Whatever%setup%they%are%comfortable%with%they%use%for%all%genres%of%
musicGmaking.%%
The% interviewed% saxophone% soloists% accepted% their% status% as% hired% hands% and%
understood% that% producers% could% manipulate% their% recorded% takes% however% they%
desired.%When% it% came% to% the% eventual% use% of% their% creative%materials,% most% were%
ambivalent%in%their%attitudes.%Reasons%included%the%mere%satisfaction%of%having%work%
(Herbig,% 2015),% popular%music% performance% being% an% accidental% career% (Valentine,%
2016d%Hunter,%2015),%not%being%invested%in%the%music%(Marsalis,%2016d%Pickett,%2015),%
the% late%notice%of%sessions% (Marsalis,%2016d%Pickett,%2015),% the% improvising%process%
being%easy%(Pickett,%2015)%and%an%understanding%that%few%of%the%recordings%on%which%
the% record% solos% actually% become% hits% (Watts,% 2015).% Some% even% mentioned% the%
influence%of%drugs%(Valentine,%2016d%Higgins,%2015).%
In% summary,% the% performance% practice% of% saxophone% soloing% in% recorded% popular%
music%1972G1995% included%overdubbing%uncomplicated,%singable%melodies.%Minimal%%
preparation%was%the%norm,%with%performers%primarily%relying%on%their%aural%skills%in%the%
absence% of% a% written% out% chart.% Saxophonists% assisted% in% creating% an% emotional%
outcome%whilst%leaving%all%material%to%be%manipulated%at%the%producer’s%discretion.%%
(
(
(
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Key(Features(of(the(Saxophone(Solo(in(Popular(Music(1972*1995(
Apart%from%its%obvious%musical%features,%a%saxophone%solo%on%a%popular%music%
recording% also% contains% important% extraGmusical% elements.% The% former% includes%
melodic,%rhythmic%and%timbral%effects.%But%owing%to%the%advent%of%video%clips%during%this%
era,%extraGmusical%effects%such%as%shape,%size%and%look%of%the%instrument%came%to%the%
fore,%all%of%which%impact%on%the%entire%musical%experience.%Nevertheless,%despite%the%
variety%of%saxophone%timbres%employed%for%different%purposes,%aural%recognition%of%the%
instrument%is%immediate.%
%
Musical%features%
Despite% the% vast% array% of% musical% influences,% there% is% still% an% underlying%
language% that%constitutes%most%saxophone%solos% in%popular%music% recordings.%Solo%
language%needs%to%be%simple%and%singable%“in%a%vocal%mould”%(Watts,%2015),%yet%played%
with%conviction%(Snitzer,%2015d%Higgins,%2015).%The%role%of%the%saxophone%is%not%to%be%
virtuosic%but%to%assist%the%recording%in%where%it%needs%to%god%the%saxophone%player’s%
importance% is% less% than% “their% role% in% the% track”% (Hunter,% 2015).% Some% performers%
wished% that% anyone% listening% be% able% to% hum% along% with% the% solo% (Higgins,% 2015).%
Although%it%is%a%highly%subjective%matter%to%precisely%define%what%“singable”%means,%the%
one%correlating%factor%is%simplicity%(Table%8.2).%%
%
%
%
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Desired(Outcome( Strategic(Purpose( Source(
Simple,%Singable%
Language%
Strong%melodies%resonate%emotionally%with%
listeners%
Davis,%2015%
Higgins,%2015%
Does%not%sound%like%daily%technique%practice% Hamilton,%2015%
Saxophonist%serving%recording%and%helping%in%
someone%else's%vision%
Pickett,%2015%
Watts,%2015%
People%can%hum%along% Higgins,%2015%
Accessible% Watts,%2015%
Vocally%beautiful% Watts,%2015%
Match%sonic%environment%of%vocalist% Valentine,%2016%
(
Table(8.2.(Solo%Language%Requirements(
There%was%a%difference%of%opinion%between%interviewees%on%whether%the%meaning%of%
the% song,% or% its% lyrics% influenced% performance.% Some% performers% believed% that% the%
superficiality% of% much% popular% music,% grounded% in% the% need% to% make% money% and%
promote%the%image%of%‘artists’,%often%overpowered%any%required%connection%to%the%lyrics%
(Valentine,%2016).%Emotional% intent%could%also%be% felt% through% the%melody,%harmony%
(Marsalis,%2016)%and%ambience%of%the%music%(Hamilton,%2015).%Others%took%a%different%
stance,%and%on%sessions%for%foreign%language%recordings%asked%for%translation%of%the%
lyrics%(Davis,%2015).%
The%many%timbral%capabilities%of%the%saxophone%have%been%described%using%a%plethora%
of% adjectives% (Gridley,% 1987,% p.% 304d% Liebman,% 2006,% p.% 5)% as% has% its% vocal% quality%
(Cottrell,%2012%p.%228).%That%said,%on%popular%music%recordings%most%alto%and%tenor%
saxophone%solos%are%played%in%the%upper%ranges%of%the%instrument%to%cut%through%the%
often%heavy%mix,%with%its%layers%of%instruments%and%studio%effects%(Watts,%2015d%Snitzer,%
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2015).%A%saxophone%soloist%is%generally%expected%to%employ%this%tessitura%(Hamilton,%
2015)%which%often%maintains%a%sense%of%excitement% in% the%recording%(Pickett,%2015d%
Watts,%2015).%Each%popular%music%track%is%approached%on%a%caseGbyGcase%basis,%and%
although%low%register%playing%does%not%work%for%‘up%numbers’%(Helliwell,%2015),%there%
are%times%it%can%be%useful%on%‘dirty%bluesy’%sessions%(Davis,%2015).%% %
Blues%references%or%melodic%inflections%from%the%hexatonic%blues%scale%are%commonly%
heard.%They%feature%in%solos%by%almost%all%interviewees%of%this%study%and%in%solos%by%
other% prominent% saxophonists.% Participants% of% this% study% believe% blues% language%
worked% because% it% built% on% the% legacy% of% popular%music% emanating% from% the% blues%
(Marsalis,%2016d%Herbig,%2015)%and%that%the%great%saxophone%players%all%had%origins%
within% the% blues% (Watts,% 2015).% Bluesy% language% can% either% warm% up% a% recording%
(Watts,%2015)%or%add%“a%touch%of%sleaze”%(Davis,%2015).%
Although%some%solos%studied%consisted%of%entirely%of%either%pentatonic%or%blues%scale%
language,% when% a% greater% palette% of% notes% was% used% across% a% whole% solo% some%
phrases%were%built% using%only% the% shorter% scales.%Terminology%was%coined% for% new%
scales% that% fulfilled% the% requirements% of% creating% solos:% the%Versatile%Blues% for%Pop%
scale%(for%solos%in%major%keys%or%over%dominant%harmony),%its%simpler%counterpart,%the%
MixolydianGDoubleGThird%(which%uses%only%one%seventh%and%omits%the%raised%fourth)%
and%the%DorianGPlus%scale%(used%for%solos%over%minor%harmony).%Using%these%scales%
permits%the%performer%the%ability%to%solo%in%a%slightly%jazzy%or%bluesy%manner,%but%not%to%
excess.%These%scales%correspond%to%instructions%given%by%studio%producers%to%not%play%
“too%bluesy”%or%“too%jazzy”%(Davis,%2015).%%
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Analysis%of%solos%ascertained% that%many%saxophonists%gloss%over% the%harmony%with%
melodic% language% relating% to% the% tonic% chord% of% the% key% rather% than% outlining% the%
individual%chords%used%in%the%progressions%of%the%recordings,%as%is%common%practice%
for%jazz%players.%If%secondary%dominant%harmony%was%used%in%recordings,%it%was%often%
ignored,%or%merely%hinted%at.%The%origins%of%this%language%appear%to%have%developed%
from%blues%musicians%such%as%Hank%Crawford%(Pickett,%2015)%and%Junior%Walker.%King%
Curtis%was%suggested%as%a%possible%source% for% this% language%(Hunter,%2015d%Davis,%
2015),%however,%inspection%of%a%sample%of%Curtis’%solos%revealed%an%approach%which%
paid%more%attention%to%outlining%chords%in%a%sequence%than%glossing%over%the%harmony.%%
The%melodic%language%used%in%solos%also%included%reusable%melodic%device%or%clichés%
which% fulfill% the% expected% role% of% the% saxophone% solo.% Such% devices% include% the%
Opening%3D,%high%held%note%opening,%the%high%note%ending,%fallGaway%ending,%Motown%
phrasing,%grace%notes,%Scotch%snap%and% the%Cannonball% lick.%For%most%performers,%
these% devices% were% used% as% building% blocks% for% the% construction% of% the% melodic%
language%of%a%solo.%Some%performers%strategically%used%these%stock%devices%to%create%
effective%moments%in%solos.%The%actual%delivery%of%the%clichés%was%more%important%than%
the%fact%they%were%being%usedd%indeed,%the%use%of%some%of%these%clichés%was%necessary%
to%satisfy%producers’%wishes%for%a%saxophone%solo.%%
These%melodic%clichés%worked%in%providing%the%required%outcomes,%so%avoiding%them%
was%unnecessary,%even%though%some%saxophone%players%shied%away%from%the%most%
ubiquitous%ones,%such%as%the%high%note%ending.%Nevertheless,%producers%were%known%
to% request% it% (Marsalis,% 2016d% Valentine,% 2016).% This% suggests% a% somewhat%
stereotypical%‘shape’%for%a%saxophone%solo%on%a%popular%music%record%in%ending%on%a%
high,% even% if% a% fallGaway%ending% concludes% the% solo% (which% requires%a%high%note% to%
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execute% the% effect).% Ornamenting% the%melody% was% also% an% effective% and% accepted%
practice%for%creating%a%successful%saxophone%solo.%Other%devices%for%effective%solos%
included%reiterating%melodic%ideas%and%developing%them%explicitly.%%
Statistically,%the%tenor%sax%is%the%most%used%saxophone%for%solos.%This%is%followed%by%
the%alto%and%from%1972G1995,%the%soprano%is%third%overtaking%the%baritone%which%held%
the%position%in%preceding%years.%It%is%clear%that%a%boom%in%saxophone%usage%occurred%
in% 1972G1995,% although% it% does% not% compare% with% its% widespread% usage% in% 1950s%
popular%music.%Saxophone%solos%typically%occur%after%the%half%way%point%of%a%recording%
over%familiar%material%heard%before%in%the%recording,%either%the%verse,%chorus%or%‘groove'%
(when%verse%and%chorus%are%intrinsically%the%same%other%than%lyrically%or%melodically%
for%the%vocalist).%%
No% correlation% exists% between% solo% openings% and% solo% location% in% the% form% of% the%
recording%but%some%interviewees%believed%the%way%their%solo%ended%was%dependent%on%
which% section% of% music% immediately% followed.% But% it% is% evident% that% the% idea% of% a%
saxophone%solo%and%clichés%employed,%such%as%the%high%note%or%fallGaway%ending,%were%
independent%to%any%notion%of%a%particular%cliché%suiting%the%form.%Statistically,%no%matter%
which%part%of%the%form%followed%the%solo,%ending%types%were%equally%spread,%the%one%
exception% being%when% heading% to% the% bridge%when% the% fallGaway% ending%was%most%
common.%
The%conclusions%to%this%thesis%apply%to%a%variety%of%different%genres%of%popular%music%
excluding%those%which%have%obvious%jazz%associations.%Although%the%majority%of%solos%
studied% in% this% thesis%are% from%pop% recordings% there%are%several% reasons% the%same%
soloing%vocabulary%and%practices%are%used%across%a%wide%range%of%genres%including%
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rock,%soul%and%pop.%The%melodic%language%employed%in%solos%between%1972G95%can%
be%traced%back%to%genres%predating%those%years%such%as%rhythm%and%blues%and%rock%‘n’%
roll%(evident%in%the%playing%of%Hank%Crawford%and%Junior%Walker).%This%point%was%also%
made%by%Chris%Hunter%(2015)%and%Lenny%Pickett%(2015)%during%interviews.%Also,%during%
interviews%the%solo%melodic%language%was%identified%not%only%as%pop%but%also%as%R&B%
or% rock% (Watts,% 2015d% Hunter,% 2015).% Differing% definitions% of% rock% and% pop% in% the%
reviewed% literature% and% interview% discussions% have% also% contributed% to% a% lack% of%
distinction%between%popular%music%genres.%Perhaps%the%lack%of%change%in%performance%
practice%between%these%genres%may%be%related%to%the%fact%that%saxophonists%use%these%
terms% interchangeably.% In% this% situation% describing% the% language% as% the% ‘pop% sax’%
language%could%be%using%pop%as%an%abbreviation%of%popular.%
%
ExtraUMusical%Features%
The% extraGmusical% connotations% associated% with% the% saxophone% are% wellG
established.%Chief%among%these%is%the%sense%of%‘cool’%(Cottrell,%2012%p.%310d%Segell,%
2005% p.% 220).% There% is% also% the% sheer% physicality% involved% in% the% bravura% of%
performance%(Cottrell,%2012%p.%333d%Segell,%2005d%p.142).%The%shape,%size%and%overall%
aesthetic%of%the%instrument%also%has%distinct%associations%of%sexual%suggestiveness%as%
the%instrument%is%phallic%yet%curvaceous.%This%paradigm%also%extended%to%the%role%of%
producers,%who% frequently% required%climactic%endings% to%solos,%often%with%high%note%
endings%(Hamilton,%2015d%Higgins,%2015).%Just%how%aware%they%were%to%such%overtly%
sexual%connotations%is%open%to%debate%…%Interestingly,%this%evocation%of%sexuality%was%
only% directly% addressed% by% one% interviewee% (Hamilton,% 2015)% possibly% because%
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performers% felt% their%worth%was% lost% if% providing% a% sexual% suggestiveness%with% their%
playing.%
The%primary%extraGmusical%association%established%in%the%literature%and%reiterated%by%
interviewees%was%the%comparison%of%the%instrument%with%the%human%voice%(Watts,%2015d%
Davis,% 2015d% Helliwell,% 2015d% Snitzer,% 2015).% But% many% interviewees% put% forward%
concepts% not% previously% acknowledged% in% the% literature.% These% included% the%
saxophone’s%ability%to%imbue%the%music%with%a%retro%(Higgins,%2015)%or%anachronistic%
(Pickett,%2015)%feeling,%and%the%idea%that%the%saxophone%represents%a%sense%of%luxury%
(Hamilton,%2015).%%
%
How(This(Study(Informs(our(Understanding(of(Popular(Music(
This% thesis% offers% new% understanding% of% popular% music% production% practice%
between% 1972G1995.% This% includes% the% experience% of% session% musicians% in% the%
recording% studio,% how% jazz% musicians% operate% in% the% realm% of% popular% music,% the%
process%of%constructing%material%that%makes%it%to%a%final%release%of%a%recording%and%what%
is%melodically%acceptable%in%a%solo%feature%in%popular%music.%It%does%this%by%examining%
solos%by%an%instrument%largely%considered%a%guest%and%not%a%staple%of%the%genre,%such%
as%the%guitar,%piano%or%synthesiser.%Few%fullGtime%band%members%exclusively%played%
the% saxophone% with% even% John% Helliwell,% the% fullGtime% member% of% Supertramp%
interviewee,% playing% keyboards% during% live% shows% (on% recordings% he% only% plays%
saxophone%and%clarinet).%Hypothetically%legitimised%in%popular%music%in%the%era%studied%
(Ingham%and%Helliwell,% 1998,% p.% 156),% there% are% important% reasons% to% research% the%
saxophone’s%role%as%soloist.%
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Although%the%guitar%has%strong%extra%musical%associations,%for%example%in%music%of%Jimi%
Hendrix,%it% is,%if%anything,%expected%to%be%present%in%most%popular%music%recordings.%%
Questioning%the%use%of%a%saxophone%provides%specifics%even%if%it%is,%as%Watts%(2015)%
suggests,% sometimes% for% variety.% The% increased% saxophone% usage% in% the% period%
focused%upon%in%this%study%coincides%with%growing%use%of%music%videos%and%the%launch%
of%MTV.%For%the%visually%iconic%saxophone%this%warrants%investigation.%%
Popular%music%is%often%transmitted%aurally%and%constructed%without%formal%music%theory%
knowledge.%Studying%melodic%language%from%the%perspective%of%soloing%saxophonists%
allows% insight% from% session% musicians% with% significant% theoretical% knowledge% of%
harmony% and% improvisation% from% their% work% playing% jazz,% which% tends% to% be% more%
complex.%Considering%some%devices%have%become%tropes,%studying%saxophone%solos%
provides% the% capacity% for% connections% to% be%made% between%melodic% language% and%
genre%devices.%Although%guitar%and%keyboard%solos%often%feature%a%clear%melody%line,%
sometimes%more%than%one%note%is%played%at%once.%Studying%saxophone%solos%explicitly%
focuses%on%a%single%note%melody%making%results%clearGcut.%Saxophone%soloists,%often%
being%jazz%musicians,%have%improvising%as%one%of%their%principal%skills%whereas,%in%a%
popular%music%context,%guitarists%and%pianists%will%not%have%improvisation%as%a%main%
skill.%Some%literature%suggests%that%guitar%solos%are%composed%and%practiced%verbatim%
prior% to% recording% so% studying% saxophone% solos% provides% better% and% more% explicit%
examples%of%improvisation%and%demonstration%of%the%glossing%over%harmony%technique%
than% studying% guitar% solos.% This,% then,% makes% clearer% the% link% between% melodic%
language%and%the%producer’s%license%to%construct%solos%using%movable%building%blocks%
of%melody.%
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For% this% research% I% was% fortunate% enough% to% interview% eleven% topGflight% saxophone%
players,% renowned% for% their%work%as%session%musicians.%Even% for% these%wellGknown%
performers,%the%material%they%recorded%in%popular%music%sessions%could%be%cut%up%and%
assembled% in%any%way%the%producer%saw%fit.%Unless%the%soloing%musician%was%a%full%
band%member,%interviewees%made%it%abundantly%clear%that%they%had%little%or%no%control%
over%the%final%creative%output.%The%study%also%confirmed%that%although%improvisation%on%
a%popular%music%recording%is%effectively%instant%composition,%session%soloists%are%never%
credited%as%composers.%%
The% level% of%musical% information% saxophone% players%were% given% before% and% during%
sessions%strongly%illustrated%the%role%of%aural%transmission%in%popular%music%production.%
After%a%single%listening%to%a%recording,%soloists%were%expected%to%lay%down%takes%and%
work%out%backing%harmony%and%form.%To%be%a%successful%session%soloist,%saxophonists%
(not%always%skilled%in%jazz),%were%expected%to%perform%and%provide%a%workable%solo%with%
only%minimal%information.%%
Between%1975%and%1992%there%were%changing%trends%in%the%recording%of%solos.%In%this%
study,%older%interviewees%typically%recorded%a%given%number%of%takes,%whereas%younger%
players,% such% as% Snitzer% and%Davis,% took% different% approaches% to% recording,% either%
laying%down%the%material%phraseGbyGphrase%or%employing%a%variant%of%that%method.%%
%
Discussion(
There% is% a% definite% link% between% the% production% process% and% the% musical%
language%needed%for%solos.%As%solo%features%are%knowingly%recorded%as%tracks%which%
can%be%manipulated%by%producers,%the%musical%language%needs%to%be%of%type%that%can%
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be% reGarranged%and%placed%over% different% parts% of% a% recording% yet% still% be%effective.%
Utilising%musical%language%that%glosses%over%the%underlying%harmony%means%that%the%
melodies% can% fit% over% multiple% chords.% Musical% language% that% can% be% subjected% to%
manipulation% in% the% postGproduction% process% must% therefore% be% simple,% hence% the%
frequent% use% of% pentatonism% –% easily% superimposed% over% a% variety% of% different%
harmonies.% If% saxophone% solos% are% sometimes% created% by% performers% soloing% over%
entire% tracks% the% best% phrases% recorded% will% be% selected% without% consideration% of%
harmony% and% spliced% together% by% the% producer.% Therefore,% rather% than% being% an%
extemporaneous% stream% of% notes% the% musical% language% used% in% solos% becomes%
movable%blocks%of% sound.%Nonetheless,% individual% takes%must% still% possess%enough%
musical% integrity% that% they%work%as%an% idiomatic%solo% if%a%whole% take% is%selected% for%
insertion%into%the%master%recording.%%
Whatever%their%output%in%sessions,%for%the%vast%majority%of%saxophonists%the%solos%they%
recorded%in%the%studio%will%turn%out%very%differently%on%the%final%release.%Solos%may%be%
rearranged%melodically%and%the%sound%may%be%dramatically%altered%with%the%possible%
addition% of% effects.% At% interview%Dan%Higgins% (2015)% told% the% story% of% soloing% on% a%
Michael%Bolton%record:%after%fourteen%takes%Bolton%picked%individual%bars%of%different%
solo%takes%to%create%something%"no%human%being%could%play."%On%that%occasion,%Higgins%
made%some%suggestions%to%make%the%solo%work,%but%only%because%he%had%stayed%back%
after%the%session,%behaviour%learned%from%his%sessions%with%Jerry%Hey.%%
The%making%of%composite%solos%often%occurs%after%a%session%when%the%saxophonist%has%
long%since%departed.%Many%of% the% interviewees%described% leaving% immediately%after%
they% had% finished% their% session,% not% waiting% around% to% hear% how% producers% and%
engineers% placed% their% output% into% the% track.% Pickett% (2015)% even% described% some%
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producers%as%‘Frankenstein!’%The%term%‘glossing’%as%instruction%in%how%to%perform%also%
potentially%relates%to%‘adding%a%layer%of%gloss’%in%the%manner%of%the%saxophone%lifting%
the% track% in% some% manner,% as% commonly% described% by% interviewees% in% what% they%
believe%the%saxophone%brings%to%a%record.%
Saxophone% solos% on% popular% music% recordings% occupy% a% position% somewhat%
independent% of% the% tracks% in% which% they% are% placed.% The% solos% have% various%
connotations%that%support%the%ideal%of%them%being%a%cliché%unto%themselves,%as%they%
are% typically% constructed% with% an% array% of% tried% and% true%musical% devices.% In% using%
clichés% and% being% employed% as% session% musicians,% performers% accept% that% their%
musical%identity%is%secondary%to%the%presence%of%the%instrument%itself.%They%are%a%hired%
hand,%a%bit%player%in%a%much%larger%creative%undertaking.%Their%solos%are%not%moments%
for%them%to%demonstrate%their%virtuosic%brilliance%as%players.%That%is%the%domain%of%jazz.%%
Although%as%an%experienced%saxophonist%I%can%aurally%identify%the%playing%of%different%
saxophone%players,%included%those%interviewed,%the%identity%established%in%a%sax%solo%
on% a% popular% music% recording% is% simply% of% the% instrument% fulfilling% a% cliché% G% a%
saxophone%solo%happening.%This%is%illustrated%in%the%requirement%of%the%language%used%
and%the%need%to%satisfy%the%producers’%expectations.%The%idea%of%a%saxophone%solo%in%
popular%music,%with%all%its%associations,%dominates%any%idea%of%who%is%playing%it.%In%the%
world%of%pop,%the%dominance%of%the%instrument’s%identity%over%that%of%the%performer%is%
so% strong% that% in% Glenn% Frey’s% ‘The% One% You% Love’% (1982),% Ernie% Watts% plays% a%
returning%saxophone%hook,%but%the%recording%has%a%different%saxophonist,%Jim%Horn,%
soloing%on%the%outro.%The%strength%of%the%instrument’s%identity%is%also%illustrated%in%Katy%
Perry’s%music%video%of% ‘Last%Friday%Night’%(2011),%where%Lenny%Pickett%plays%on%the%
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track%but%Kenny%G% is%seen% in% the%video% (even% if% this%choice%was%made% for%comedic%
purposes).%%
Clichés% are% a% requirement% of% the% soloing% language% that% reflects% the% instrument’s%
associations%and%construction%method.%Conviction% in%performance,% in%making% these%
clichés%sound%fresh,%is%allGimportant.%%
%
Saxophone(Solos(Post(1995(
Since%1995%there%has%been%a%reduction%in%the%number%of%saxophone%solos%found%
in%charting%popular%music.%Statistically,%this%is%demonstrated%by%Laughter%(2015)%in%his%
‘History%of%“Top%40”%Saxophone%Solos’%list%but%this%is%far%from%comprehensive.%%
Any%recent%resurgence%in%saxophone%usage%in%popular%music%is%likely%to%be%influenced%
by%two%high%profile%performers:%Lady%Gaga%and%Katy%Perry.%Both%released%highGcharting%
singles,% ‘The% Edge% Of% Glory’% and% ‘Last% Friday% Night’% respectively,% featuring% iconic%
saxophone%players%in%their%videos%less%than%a%month%apart%in%2011.%Apart%from%these%
isolated% examples% the% use% of% saxophone% solos% in% popular%music% has% continued% to%
decline.%Saxophone,%or%any%instrumental%solos,%are%an%increasingly%rare%commodity%in%
the%highly%produced%popular%music%of%today.%Indeed,%the%instrument%is%not%a%good%sonic%
fit%with%some%popular%modern%genres%(Snitzer,%2015).%
This%study%covers%much%ground%on%the%ways%in%which%saxophone%solo%production%has%
changed%over%the%last%two%decades.%With%the%advent%of%digital%audio%workstations,%the%
ability%to%produce%popular%music%is%now%far%more%readily%available%to%the%man%in%the%
streetd% ‘LoGFi’% recordings% and% bedroom% productions% are% increasingly% common.% As%
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qualities% such% as% great% sound% and% good% intonation% remain% requirements% for% any%
instrumental%solo,%professional%saxophone%players%are%still%required%for%session%work.%
But%the%very%nature%of%what%constitutes%a%‘session’%has%changed%markedly.%Although%
sessions%in%recording%studios%still%occur,%the%availability%and%affordability%of%recording%
equipment%has%made%it% increasingly%common%for%saxophonists%to%create%and%record%
solos% from% their% own% studios% (often% in% their% own% homes).% Tracks% are% emailed% to%
performers,% with% instructions,% and% solos% are% recorded% and% returned% to% producers%
(Pickett,%2015d%Davis,%2015).%Pickett%quickly%recorded%his%solo%for%Katy%Perry’s%‘Last%
Friday%Night’%late%one%evening%in%his%home%studio%and%emailed%it%straight%back%to%his%
friend%Dr%Lukasz,%who%was%one%of%the%producers%(2015).%
Other%saxophone%features%in%popular%music%have%emerged%via%other%means.%In%creating%
the%2013%hit%‘Jubel,’%as%transcribed%and%included%in%the%Snake%Davis%solos%in%Appendix%
D,%French%producer,%Klingande,%admits%much%of%his%music%to%be%“taken%from%samples%
of% fantastic% saxophone% solos%which% [he’s]% tracked% down% on%what% are% usually% littleG
known%recordings"%(Rowlands,%2014).%In%anecdotal%evidence%included%in%his%list,%John%
Laughter,%communicated%with%the%DJ’s%live%saxophonist%who%stated%that%the%saxophone%
on%the%record%came%from%a%sample%pack,%“and%the%saxophonist%on%the%pack%is%Snake%
Davis”% (Pol,% 2014% in% Laughter,% 2015).%Royalty% free% sample% packs% are% available% for%
purchase%and%they%provide%the%ability%to%imitate%solos%by%connecting%several%different%
samples.% In% reality% this% should% sound% no% less% artificial% than% a% producer% connecting%
sections% of% multiple% improvisations% not% improvised% concurrently,% however,% ‘Jubel’%
contains%no%pseudoGimprovsed%solo.%It%has%a%repetitive%melody,%a%sample%of%Davis’%and%
elsewhere%in%the%recording%there%are%fills,%presumably%other%samples%from%the%pack.%
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The%language%of%this%melody,%albeit%not%an%improvised%solo,%glosses%over%the%backing%
harmony%in%relation%to%the%key%much%like%the%solos%discussed%in%this%thesis.%
In% ‘Jubel’,% the% saxophone%melody% effectively% works% as% the% recording’s% chorus,% the%
emotional%melodic%release.%As%working%with%loops%does%not%necessarily%provide%a%solo%
without%creating%something%by%cutting%and%pasting%ideas,%perhaps%the%role%of%melody%
provider% is% becoming% a%more% standard% position% for% saxophone% inclusion% in% popular%
music.% Indeed,% in% other% EDM% hits,% for% example,% ‘Mr% Saxobeat’% (2011),% ‘One% Day’%
(Vandaag)%(2012)%and%‘Changes’%(2014),%rather%than%playing%a%short%feature%solo,%the%
saxophone%takes%on%a%totally%different%role,% that%of% the%chorus%melody%provider.% It% is%
something%of%a%return%to%the%hits%of%the%1950s%and%1960s%such%as%‘Tequila’,% ‘Yakety%
Sax’,%or%even%the%1980s%hits%‘Careless%Whisper’%and%‘Baker%Street’.%In%each%of%these%
examples% the% saxophone% melody% returns% several% times% without% variation.% With% it%
becoming%more%common%to%use%the%saxophone%as%a%prominent%melodic%voice%rather%
than%improvising%soloist,%the%saxophone%solo%feature%has%become%increasingly%rare%in%
modern%pop.%Sample%packs,%such%as%the%Snake%Davis%pack,%are%available%for%download%
and% royalty% freed% inexpensive%when%compared% to%hiring%a% topGtier%session%musician.%
Two%hundred%Snake%Davis%loops%are%available%online%for%just%over%$US30.%
The% form% of% pop% recordings% is% changing,% and% it% is% increasingly% rare% to% hear% any%
instrumental%solo.%In%the%pop%songs%of%today%it%is%now%increasingly%common%to%have%a%
rapper%as%a%secondary%featured%artist%rather%than%an%instrumental%soloist.%It%is%useful%in%
that% it% continues% a% vocal% line% that% listeners% can% engage%with% without% being% directly%
comparable%to%the%singerd%there%is%no%chance%of%the%star%being%upstaged.%The%use%of%a%
rapper%as%a%contrast%to%a%pop%vocal%has%largely%replaced%the%instrumental%solo,%and%this%
contributes%to%the%decline%of%saxophone%solos%in%popular%music%postG1995.%
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Many%presentGday%recordings%now%feature%two%pop%star%artists%with%one%supporting%the%
other.% The%most% obvious% reason% for% this% practice% is% the% notion% of% a% seasoned% star%
helping%a%younger%one%further%their%career%G%there%is%genuine%reciprocal%benefit%to%both%
artists.%It%also%helps%to%sell%many%more%units%of%the%product%and%helps%guarantee%airplay.%
In%comparison,%a%session%saxophonist,%who%might%have%a%huge%following%amongst%jazz%
aficionados,%simply%does%not%possess%the%same%star%power.%
%Although%in%rap%or%instrumental%solos%it%is%largely%uncommon%to%namecheck%secondary%
artists%audibly% in% the% recording,% in%one%example%studied% in% this% thesis,% ‘I% Love%Your%
Smile’,%the%solo%artist,%Shanice,%informs%the%listener%that%Branford%Marsalis%is%the%soloist%
by%exclaiming%“Blow%Branford%Blow”.%Shanice%had%had%only%one%single%in%the%US%charts%
(reaching%number%50)%before%this%hit,%and%the%presence%of%Marsalis%on%the%recording,%
wellGknown%to%the%public%from%working%on%The%Tonight%Show,%would%have%assisted%the%
marketing%of%this%release.%%
At%the%time%of%writing,%in%2018,%the%future%of%saxophone%solos%in%popular%music%is%hard%
to%predict.%But% it% is% far% from%dead,%especially%as%there% is%a%growing%nostalgia% for% the%
1980s%and%the%dance%music%of%the%erad%sax%solos%(such%as%on%Katy%Perry’s%‘Last%Friday%
Night’)%will%inevitably%turn%up%on%occasion.%In%terms%of%production,%home%recording%now%
plays%such%a%large%part%in%popular%music%construction%that%it%is%expected%professional%
performers%will%continue%to%record%in%their%home%studios.%The%development%of%popular%
music% has% redefined% and% greatly% reduced% the% role% of% instrumental% solos% in% popular%
music.%These%days%when%solos%are%present%it%is%far%more%likely%to%be%the%product%of%a%
sampler%or%a%synthesiser%rather%than%the%more%exotic%sound%of%the%saxophone.%
%
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Future(Research(
To%my%knowledge,%this%research%project%is%the%only%one%thus%far%to%examine%the%
saxophone% soloing% vocabulary% in% popular% music% and% the% studio% processes% and%
performer%approaches%to%creating%solos.%It%also%examined%connotations%of%including%a%
saxophone%solo%in%popular%music%and%the%placement%of%saxophone%features%within%a%
recording’s%duration.%Knowledge%of%session%musician%entitlement%compared%to%band%
members%within%the%creative%process%and%jazz%musicians%playing%popular%music%was%
furthered.% Considerable% opportunities% exist% for% more% research% in% each% of% these%
domains.%%
As%this%research%focuses%on%popular%music%between%1972%and%1995,%there%is%scope%to%
examine% soloing% practice% in% earlier% popular% music% (the% saxophone% solo% largely%
disappears%after%1995).%Prior%to%the%‘Baker%Street%Phenomenon’%(Ingham%and%Helliwell,%
1998),%there%was%a%lull%in%saxophone%usage%in%popular%music,%but%the%saxophone%was%
almost%an%essential%part%of%the%rock%‘n’%roll%band%of%the%1950s%and%early%1960s,%with%
charting%releases%featuring%sax%solos%far%exceeding%the%period%chosen%for%this%study.%
As%this%thesis%examines%music%from%some%years%ago,% it%was%unavoidable%that%some%
potential%interviewees%were%no%longer%alive,%including%prolific%soloists%Michael%Brecker%
and%Clarence%Clemons.%Other%prolific%soloists%on%popular%music%were%not%contactable,%
or%unavailable%when%my%roundGtheGworld%interview%trip%took%place.%Interviewing%these%
artists%may%well%have%brought%further%insights,%particularly%those%mentioned%by%other%
interviewees%as%having%instigated%trends,%such%as%David%Sanborn%or%Tom%Scott.%
As%this%examination%of%soloing%practice%came%from%the%saxophonists’%perspective,%the%
viewpoints%of%producers%and%sound%engineers% is% largely%missing%from%this%research.%
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Certain% producers% frequently% incorporated% saxophone% solos% into% their% projects% so%
further%insight%would%be%gleaned%from%interviewing%them%regarding%studio%practices%and%
desired%outcomes%when%using%the%solo%saxophone.%The%consciousness%from%record%
labels%and%producers%when%selecting%saxophones%and%saxophone%solos%for%albums%is%
also%yet%to%be%exploredd%does%its%presence%part%of%an%artist’s%identity?%%Appropriateness%
of%solos%discussed%in%this%thesis%also%leads%onto%notions%of%value.%This%is%beyond%the%
scope%of%this%study%but%of%interest%for%future%research.%
%In%regard%to%solo%creation%this%study%uncovered%changing%trends%in%recording%studio%
practice,%from%splicing%together%multiple%takes,%to%Snitzer’s%crafting%method%(Snitzer%is%
amongst%the%youngest%of%the%interviewees).%Investigation%with%nonGsaxophonists%could%
discover%if%methods%for%creating%solos%differs%when%the%instrumentalists%do%not%possess%
jazz% and% improvisation% backgrounds,% a% grounding%most% saxophonists% are% implicitly%
expected%to%possess.%There%is%also%scope%to%explore%if%the%melodic%discoveries%of%this%
thesis,% in% terms%of% the%scales%used% for%acceptable%popular%music% language,%can%be%
applied%to%other%soloing%instruments%or%voices.%%
Other% topics% for%consideration%could% include%examining% the%performance%practice%of%
soloing%in%funk%or%jazzGrock%music,%where%many%musical%attributes%are%comparable%to%
popular%music,% but% the% practice% of% soloing% is% nowhere% near% as% tightly% constrained.%
Investigating%other%limitedGtime%solos%(such%as%in%big%band%music)%is%also%a%possibility%
looking%at%whether%similar%practices%in%using%stereotypical%language%occur,%particularly%
at%the%commencement%and%close%of%the%solo.%Regarding%form,%the%fact%that%saxophone%
solos%on%popular%music%recordings%generally%commence%close%to%the%Golden%Mean%in%
the%duration%of%a%recordings%is%of%particular%interest.%This%sparks%the%imagination%for%an%
inGdepth%analysis%involving%a%large%sample%of%recordings.%Would%the%average%climactic%
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point%of%a%solo%sit%even%closer%to%the%divine%proportion?%Saxophones%are%also%similar%in%
colour%to%gold….%
This%thesis%focuses%on%a%time%when%there%was%considerable%saxophone%usage,%and%
coincides%with% the%rise%of% the%phenomenon%that% is% the%music%video.%The%saxophone%
provides%characteristics%of%smoothness,%sexuality%and%a%climax%when%playing%high%note%
endings%or%fallGaways%from%said%high%note%where%performer%identity%is%secondary%to%the%
aesthetic%of% the% instrument.%Soloing%on%popular% releases%may%not% reach% the%high%of%
1972G1995%again,%but%as%Snake%Davis%now% tours%with%Eikichi%Yazawa,%a%Japanese%
artist%of% “McCartney% like%status”% (Davis,%2015)%and%Dan%Higgins% “always%has%solos”%
(2015)%when%they%record%Japanese%albums%in%Los%Angeles%perhaps%the%saxophone%
solo% in% popular%music% is% undergoing% a% process% of% reGinvention% in% Japan?% JGPop% is%
growing%increasingly%popular%in%the%west%so%perhaps%the%sax%solo%will%return%in%all%its%
glory!%Maybe%I%should%go%check%out%Japan…%
%
%
%
%
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APPENDIX(A(
(Terminology(as(Used(in(This(Dissertation(
(
altissimo!–"highest"upper"register"of"the"saxophone1"above"top"F#6"in"saxophone""
pitch."Owing"to"their"unstable"nature"these"pitches"are"primarily"the"domain"of""
advanced"players"
(
Aeolian"–"natural"minor"scale1"sixth"mode"of"the"major"scale""
(
allmusic"(www.allmusic.com)(–"userBmade"internet"database"of"commercial""
recordings"and"personnel"involved"
(
Bird(–(common"nickname"for(renowned"saxophonist,"Charlie"Parker"
"
blues(scale((hexatonic(blues(scale)"–"commonly"used"six"note"scale"with"‘bluesy’""
associations1"consists"of"1,"b3,"4,"#4/b5,"5,"b7"
(
blues(language(–"musical"vernacular"based"on"the"hexatonic"blues"scale."Features""
b71"its"tonal"ambiguity"emanates"from"the"use"of"the"tritone"and"major"and"minor"
thirds"(
(
compression"–"soundBprocessing"function"which"reduces"the"dynamic"range"of"a""
recording"
(
(
cutBandBpaste"–"process"of"selecting"sections"of"different"recorded"takes"and""
amalgamating"them"to"form"a"complete"solo""
(
discogs((www.discogs.com)(–"userBmade"internet"database"of"commercial"recordings""
and"personnel"involved""
(
Dorian(–"second"mode"of"the"major"scale"
(
doubler(–"performer"who"plays"more"than"one"saxophone,"or"saxophone"and"another""
woodwind"instrument(
(
dry"–"1."acoustic"with"little"or"no"natural"reverb""
""""""""""2."sound"on"a"recording"with"no"artificially"added"reverb"
(
echo"–"the"“presence"of"one"or"more"slightly"delayed"repetitions"of"a"discrete"sound""
source…"usually"at"a"lower"amplitude”"than"the"original"(Doyle,"2004)."Can"be""
artificially"added"in"the"production"process"
(
EQ((equalisation)"–"ability"to"control"and"manipulate"specific"frequencies"of"a"sound""
or"acoustic"environment"in"the"studio"(eg."a"‘flat’"EQ"means"no"adjustment"is""
made"to"specific"frequencies"in"a"recording)"
(
FallBaway"–"fast"descent"from"a"high"pitch"whilst"simultaneously"reducing"velocity"of""
the"airstream1"produces"an"effect"similar"to"a"portamento""
(
false(fingering(–(use"of"irregular"fingerings,"often"with"more"keys"closed"than"normal1""
produces"a"brighter"timbre"
(
fills(–"short"instrumental"interjections"around"the"vocal"line,"often"in"gaps"between""
phrases"
(
glissando(–(rapidly"ascent"or"descent"between"two"specified"pitches"
(
ghosting"–""inflection"where"specific"pitches"in"a"melodic"passage"are"played"on"the""
boundary"of"audibility1"achieved"by"reducing"the"airstream"whilst"fingering"the"
pitches"
(
growling"–"distinctive"effect"of"making"the"saxophone"timbre"impure"or"‘dirty’"
"
harmonic(D(–"D6"on"the"saxophone1"altissimo"D"on"the"fifth"leger"line"above"the"stave((
(
hit"–"a"single"that"is"commercially"successful"and"achieves"popular"acclaim"
(
hook(–"a"short"melodic"passage"heard"multiple"times"within"a"popular"music"recording""
(
horn"–"frequently"implies"any"woodwind"or"brass"instrument"rather"than"the"specific""
instrument"the"French"horn1"saxophonists"commonly"describe"their"instrument""
as"‘their"horn'""
(
intro"–"introduction"of"a"recording"prior"to"the"vocalist’s"entry"
"low(Bb"–"bottom"note"on"most"saxophones"
(
Lydian(dominant"–"fourth"mode"of"the"melodic"minor"scale"
(
major(pentatonic"–"commonly"used"five"note"scale"consisting"of"1, 2, 3, 5, 6"of"the""
major"scale"
(
minor(pentatonic"–"commonly"used"five"note"scale"consisting"of"1, 3, 4, 5, 7 of"the""
natural"minor"scale"
(
Mixolydian"–"fifth"mode"of"the"major"scale"
(
Motown"–"The"Motown"Record"Corporation"founded"in"Detroit"by"Berry"Gordy"in"19601""
an"abbreviation"for"‘Motor"Town’,"Detroit,"then"the"centre"of"car"manufacturing""
in"the"USA"
(
natural(minor(scale"–"the"Aeolian"mode""
(
outro"–"final"section"of"a"recording1"often"a"fade"occurs"here"
(
payoff(chorus"–"largeBscale"emotional"choruses"often"found"at"the"end"of"a"track"
(
pitch(bending(–"an"expressive"portamento"to"a"specific"pitch1"often"referred"to"as""
scooping"into"a"note"
"pops"–"percussive"effect"created"at"the"end"of"a"note"by"suddenly"removing"the"lower""
lip"from"the"reed"whilst"a"strong"airstream"is"applied"to"the"mouthpiece"and"reed"
(
punching(in"–"when"recording"does"not"start"at"the"beginning"of"a"track"but"partBway""
through"
"
purring"–"a"timbral"effect"similar"to"growling,"but"softer"and"less"aggressive"
(
reverb"–"”continuation"of"the"source"sound"as"though"the"sound"has"been"recorded""
in"a"highly"resonant"acoustic"space”"(Doyle,"2004)1"can"be"electronically"added""
to"a"sound""
(
R&B/RnB"–"rhythm"and"blues"music1"genre"of"music"popularised"by"African""
Amercians"in"the"1940s""
(
single(–"a"recording"of"a"song"that"is"commercially"released"on"its"own,"separate"to""
an"album"
(
slap(tongue"–(percussive"effect"created"by"rapidly"slapping"the"tongue"onto"the"face""
of"the"reed"to"stop"it"vibrating"
(
soul(–(genre"of"popular"African"American"music"which"originated"in"the"late"1950s""
and"1960s"combining"elements"of"gospel,"jazz"and"R&B"(
(
subtone(–(smoky,"subdued"saxophone"timbre"created"by"pulling"the"lower"jaw"back""
so"minimal"mouthpiece"is"inside"the"player’s"mouth"
(
take"–"a"single"recording"of"a"section"of"music"(
(
Trane"–"renowned"saxophonist,"John"Coltrane"
"
Trane(changes"–"complicated"harmonic"substitutions"devised"by"John"Coltrane1""
used"in"jazz"improvisation"where"multiple,"seemingly"distant,"tonic"chords"are"
found"in"close"proximity 
"
Trane(patterns"–"reusable"licks"that"fit"over"Trane"changes"
(
tripler(–"a"musician"capable"of"playing"flute,"clarinet"and"saxophones"
"
"
"
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S
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S
olo tim
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S
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S
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Ernie W
atts
Never Let Her Slip 
Away/Andrew Gold
1978#5 UK
Tenor
Verse
Chorus
M
elody upward 
moving
Chorus
Riffing
sax 9th vocal 5-b3 B3 mainly
3.22
1.55-2.12
17
8
Ernie W
atts
I Just W
anna Stop/Gino 
Vanelli
1979#4 US
Tenor
Verse
Chorus
Opening 3D
bridge
Falling away
solo B (4th of key) vocal C# 5th of 
key
3.34
2.08-2.29
21
8
Ernie W
atts
Biggest Part of 
M
e/Ambrosia
1980#3 US
Alto
Verse
verse (guitar 
solo on verse)
long note
tag - chorus
long note (fall 
away)
solo Bb  - vocal G A Bb key note Bb
5.2
3.17-3.37
20
12
Ernie W
atts
You’re the Only 
W
oman/Ambrosia
1980#13 US
Alto
Verse
verse (organ 
solo)
long note
bridge
rests
solo (7th of harmony), verse 4th of 
harmony)
4.19
2.54-3.08
14
8
Ernie W
atts
Arthurs 
Theme/Christopher Cross
1981#7 UK, #1 US
Alto
Verse
chorus
quick run up /pent
chorus
high note
both on 5th. Sax 8va to vocal
3.54
2.16-2.46
30
16 (plus pickup and 
held long note)
Ernie W
atts
Love Is In Control/Donna 
Summer
1982#10 US
Alto
Chorus
bridge
long high note
verse/breakdo
wn
high note
big gap solo finished on 5th A, vocal 
reenters on a C into middle 8 
(different from bridge)
3.41
2.30-2.45
15
8
Ernie W
atts
Alibis/Sergio M
endes 
1984#29 US
Tenor
Verse
chorus
Opening 3D
bridge
fall away 
onto long 
note
sax toni Of next chord, vocals 6th
4.04
2.41-3.00
19
8 (plus pickup and held long note ending)
G
ary H
erbig
On the Radio/Donna 
Summer
1979#5 US, #32 
UK
Alto
second half of verse (kind of)
chorus then 
tag
opening 3D
verse
Fall Away
sax finished a semitone below vocal 
reentry
4.09
2.47-3.18
31
16 plus pickup
G
ary H
erbig
She W
orks Hard For The 
M
oney/Donna Summer
1983#3 US, #25 
UK
Alto
Chorus 
bridge 
quick run up/pent
guitar solo 
(also on 
chorus)
high note
n/a
5.2
2.52-3.07
15
8
G
ary H
erbig
Some Guys Have All The 
Luck/Rod Stewart
1984#10 US
Alto
Bridge (not heard before)
chorus
quick run up /pent
verse
high note
sax finished on B (tonic) of B minor. 
Vocals enter on fifth, A of concert D
4.32
2.27-2.58
31
16
G
ary H
erbig
(I’ve Had The) Time of 
M
y Life/Bill M
edley and 
Jennifer W
arnes
1987#1 US, #6 UK
Tenor
Chorus
build 
up/breakdown
high note held 
unison 
ensemble 
section
Falling away
n/a
4.43
3.28-3.45
17
8
G
ary H
erbig
She’s Like The 
W
ind/Patrick Swayzwe (1)
1987#3 US, #17 
UK
Tenor
Verse
chorus
long note
verse
high note
1. sax finishes on tonic, of concert 
Em chord, vocal enters on 5th.
3.53
1.09-1.26 
17
4
G
ary H
erbig
She’s Like The 
W
ind/Patrick Swayzwe (2)
1987#3 US, #17 
UK
Tenor
verse chords 2nd time
chorus
Opening 3D
pre chorus
high note
 2. over concert em
 chord sax finishes on 3rd, vocal enters on 5th
3.53
 2.18-2.26
8
2
D
an H
iggins
I Can’t W
ait/Deniece 
W
illiams (2)
1988#66 US
Tenor
groove (verse chorus are same)
bridge
melody upward
bridge
falling away
sax finishes on 5th (of B major 
chord), vocal enter on the same note.
4.29
2.26-2.51
25
18
D
an H
iggins
Love On The Rooftop
1989#1 AU 
(ALBUM
 
TRACK)
Tenor
chorus
chorus
melody 
verse
high note (not 
the highest 
though)
sax finishes on tonic D of D (concert 
C) chord.Vocal enters on dominant (G 
of concert C) 
4.24
2.42-3.05
23
8
D
an H
iggins
Jazzman/The Simpsons
1995N/A
Alto
groove (verse chorus are same)
prechorus/brid
ge
high note
end of song
falling away 
to held note
n/a
1.13
0.53-1.13
20
8
A
ndy S
nitzer
W
aiting For A Star to 
Fall/Boy M
eets Girl
1988#5 US, #9 UK
Tenor
chorus
bridge (unison 
riff)
melody 
unison riff 
then chorus
high note
n/a (gap)
4.3
3.06-3.33
27
12
A
ndy S
nitzer
Do The Bartman/The 
Simpons*
1990#1 UK, #1 AU
Tenor*
groove (verse chorus are same)
riff/middle 8 
type of thing
melody 
verse
Fall Away( 
both)
n/a (rap)
5.1
3.15-3.25
10
5
C
hris H
unter
Intuition/Linx
1982#8 UK
Soprano
groove (verse chorus are same)
chorus
melody 
bridge
fall away
sax finishes on ninh, a break of a bar 
then vocal enters tonic leaping to 6th
3.24
1.52-2.05
13
7
C
hris H
unter
So This Is Romance/Linx
1982#15 UK
Alto 
Bridge (looped at end)
instrumental 
loop
quick run up /pent
n/a (fades on 
solo)
n/a
n/a
4.5
4.02-4.50
48
23
C
hris H
unter
A Solid Bond in your 
Heart/The Style Council
1983#11 UK
Alto
verse
chorus (long 
version)
M
elody upward 
moving
chorus
falls away
sax finishes on tonic, vocal 5th rising 
to 3rd as main melody note
3.18
1.07-1.23
16
8 +
 pickup
Lenny Pickett
The Bitch Is Back/Elton 
John
1974#4 US, #15 
UK
Tenor
verse
tag following 
chorus
M
elody upward 
moving
chorus
high note (not 
the highest 
though)
sax finishes on concert Eb (tonic) and 
vocal enters there heading to 
downbeat a minor third up.
3.48
2.05-2.24
19
10
Lenny Pickett
Last Friday Night/Katy 
Perry
2011#15 UK
Alto 
groove (verse chorus are same)
breakdown
very high note
chorus
very high 
note
sax finishes on concert D 
(transcription is in wrong key), fifth 
of G,vocals enter on B. 
3.42
.247-3.03
16
9
John H
elliw
ell Bloody W
ell 
Right/Supertramp
1974#35 US
Tenor 
chorus
chorus
melody
n/a
falling away
n/a (end of song)
4.34
3.37-4.34
57
19
John H
elliw
ell Give a Little 
Bit/Supertramp
1977#15 US, #29 
UK
Alto
bridge (not heard before)
chorus
rhythmic riff
chorus
high note
solo finishes on fifth, melody starts on 
3rd
4.09
1.32-2.10
38
14
John H
elliw
ell The Logical 
Song/Supertramp (1)
1979#6 US, #7 UK
Alto
verse
verse (second 
one is earlier 
part of 
groove)
melody (high)
chorus 
(second solo 
n/a)
middle 
reigster
solo finished on 6th, melody starts on 
3rd, second solo n/a
4.1
1.52-2.14
22
11
John H
elliw
ell The Logical 
Song/Supertramp (2)
1979#6 US, #7 UK
Alto
outro shuttle
verse (second 
one is earlier 
part of 
groove)
melody (high)
chorus 
(second solo 
n/a)
middle 
reigster
solo finished on 6th, melody starts on 
3rd, second solo n/a
4.1
3.16-4.04
48
25
John H
elliw
ell M
y Kind of 
Lady/Supertramp
1982#31 US
Alto
verse and chorus
chorus (break)M
elody upward 
moving
n/a (fades on 
solo)
middle 
reigster
n/a (end of song)
4.14
3.09-4.14
65
21
John H
elliw
ell Its Raining 
Again/Supertramp
1983#11 US, #26 
UK
Alto and 
Tenor
groove (verse chorus are same)
bridge
melody
n/a (fades on 
solo)
falling away 
(but in fade)
n/a (end of song)
4.24
3.14-4.24
74
29
John H
elliw
ell Long Is The Road/Jean 
Jacques Goldman
1984#6 France
Alto
chorus
bridge
high note
Chorus
middle 
register
n/a (gap)
4.44
3.20-3.33
13
6
A
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losing of Solos
This table charts saxophone solo location in the form
 of a recording and signature language used to com
m
ence and conclude those solos 
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John H
elliw
ell Heart Don’t Change M
y 
M
ind/Diana Ross
1993#31 UK
Alto
instrumental bridge (unheard 
material)
chorus
Opening 3D
pre chorus
falling away
sax finishes on 5th(B)  of E (Eb 
pitch), vocalist enters on G of Em/G 
(concert) chord
4.19
2.46-3.15
29
16
A
ndy H
am
ilton Rio/Duran Duran
1983#14 US
Tenor 
instrumental break section
bass break 
down
melody
verse
high note
sax finishes on tonic (concert E) 
vocalist enters same note (E)
5.04
2.56-3.38
42
25
A
ndy H
am
ilton Union of the Snake/Duran 
Duran
1983#3 US, #4 UK
Soprano
chorus 
bass break 
down
trill (highish note)
pre chorus
high note (not 
the highest 
though)
sax finishes on 3rd (concert B), 
vocals enter (hard to tell) on D?
4.2
2.25-2.58
33
16
A
ndy H
am
ilton I’m Your M
an/W
ham
1985#6 US, #7 UK
Alto
Chorus
verse
opening 3D (short 
version)
verse
Falling away
solo finishes on concert D (tonic of 
next chord), vocal comes in on 5th
4
1.57-2.12
15
8
A
ndy H
am
ilton Cowboys and 
Angels/George M
ichael
1992N/A
Tenor
Chorus
instrumental 
verse 
extension 
(rhythm 
section)
trill like phrase (mid 
horn)
n/a
mid range 
held note
n/a (end of song)
7.13
5.42-7.01
79
27
S
nake D
avis
Change/Lisa Stansfield
1991#10 UK, #27 
US
Tenor 
chorus
chorus
melody from song
chorus 
(insturmental)
middle horn 
repeated note
n/a
4.07
2.55-3.14
19
8 but fills after
S
nake D
avis
A M
illion Love 
Songs/Take That
1992#7 UK
Tenor
second half of chorus
1. nothing 
(start of song)
high note 
descending phrase
verse 
short high 
note (fall off) 1. sax finishes on concert Db (tonic), 
vocal enters on 3rd (f) 
3.56
0-0.44, 
44
12
S
nake D
avis
A M
illion Love 
Songs/Take That
1992#7 UK
Tenor
second half of chorus
 2. chorus 
(end of song)
M
elody upward 
moving
nothing (end 
of song)
falling away 
ending (over 
2 bars)
 2. n/a
3.56
3.30- 3.56
26
8
S
nake D
avis
M
oving On Up/M
 People 
(1)
1993#34 US, #2 
UK
Alto
verse
1. instrumental 
groove back  
melody
breakdown 
growth 
riff 
solo finishes on concert C (tonic), one 
part of the harmonised breakdown 
vocals starts on that note. Difficult to 
call it melody.
3.29
2.10-2.26 
16
8
S
nake D
avis
M
oving On Up/M
 People 
(2)
1993#34 US, #2 
UK
Alto
verse
k  2. chorus
M
elody upward 
moving
end of song
fall away 
(with eacho
n/a.
3.29
3.12-3.29
17
8
S
nake D
avis
Search For The Hero/M
 
People
1995#9 UK, #37 
AU
Soprano
verse (first half) 
chorus (both 
times)
M
elody upward 
moving
verse 
melodic 
dropping (like 
falling away) 
2. riff
1 - sax enters on concert G, (tonic if 
Bb) and vocal enters on 5th jumping 
ot 3rd (f-D)  2. sax ends on tonic (Bb 
concert), vocal enters on 6th going to 
tonic
4.1
1.26-1.36 
10
4
S
nake D
avis
Search For The Hero/M
 
People
1995#9 UK, #37 
AU
Soprano
verse (first half) 
chorus (both 
times)
M
elody upward 
moving
breakdown/bri
dge
riff
1 - sax enters on concert G, (tonic if 
Bb) and vocal enters on 5th jumping 
ot 3rd (f-D)  2. sax ends on tonic (Bb 
concert), vocal enters on 6th going to 
tonic
4.1
 2.47-2.57
10
4
B
ranford M
arsalis
I Love Your Smile/Shanice
1991#2 US, #2 UK
Tenor
groove (verse chorus are same)
2nd 
bridge/sample  
of debussy
high note - held
bridge
middle of 
horn
solo finishes concert Eb - vocals enter 
concert C (chord on reentry is Cm)
4.2
2.50-3.11
21
8
B
ranford M
arsalis
Fortress Around Your 
Heart/Sting
1985#2 US
Soprano
Verse
chorus
melody, middle horn 
developing
n/a
high note (not 
the highest 
though)
n/a
4.31
3.55-4.30
35
19
B
ranford M
arsalis
Englishman in New 
York/Sting (1)
1987#54 UK, #9 
HOLLAND.
Soprano
groove in different feel
1. bridge 
bebop break
drum break
Fall Away
n/a
4.27
2.10-2.32 
22
16 plus pickup
B
ranford M
arsalis
Englishman in New 
York/Sting (2)
1987#54 UK, #9 
HOLLAND.
Soprano
groove
2.chorus
melody, middle horn 
developing
end of song
Fall Away
n/a
4.27
3.58-4.27
29
16
D
avid S
anborn
Young&A
m
ericans/D
avid&
Bow
ie
1975
#28&U
S&#18&U
K
Alto 
bridge
chorus
melody 
bridge (sung 
now)
riff
solo finishes concert C (3rd of 
Am),vocal enters on same note 
5.14
2.15-2.28
13
8
D
avid S
anborn
H
ow
&Sw
eet&It&Is/Jam
es&
Taylor
1975
#5&U
S
Alto 
verse
chorus
melody 
bridge
falling away
sax finishes on concert G (tonic), 
vocal enters on 3rd
3.36
2.06- 2.24 
18
8
D
avid S
anborn
O
oh&Baby&Baby/Linda&
Ronstadt
1978
#7&U
S
Alto
Chorus
verse
long high note
bridge
falling away 
with added 
flick
sax finishes on F# (A,G, F# flick) 
over Em chord (concert), vocal starts 
on G
3.22
1.21- 1.53
32
8
D
avid S
anborn
Let&M
e&Love&You&
Tonight/Pure&Prairie&
League
1980
#10&U
S
Alto 
Chorus
chorus
melody (high)
chorus
high note
Sax finishes on high harmonic A 
(concert C), dominant of concert F, 
vocal comes in on Bb going to C D
2.43
1.42- 2.01
18
8
excluding 2 bars at the start
D
avid S
anborn
H
eart&to&H
eart/K
enny&
Loggins
1983
#15&U
S
Alto
Chorus
bridge
long high note 
(altissimo)
bridge
falling away
sax finishes on concert G (4th) of D 
chord. Vocal enters on G (3rd of Em 
chord)
5.23
3.20-3.42
22
15 (7.5) depends on how
 you feel beat
D
avid S
anborn
D
on’t&Stop&The&
D
ance/Bryan&Ferry
1985
#13&U
K
Alto 
groove (verse chorus are same)
chorus
M
elody upward 
moving
high note
sax fnishes on concert A (tonic), 
vocal reenters on B (fifth of Em 
chord)
3.57
2.04 - 2.34
30
16 bars (including 
pickup) finishes one 
bar early
D
avid S
anborn
You&Belong&To&M
e/C
arly&
Sim
on
1978
#6&U
S
Alto
pre chorus
chorus
melody from song
chorus
high note
sax finishes on concert C, vocal 
enters on same note
3.52
2.05-2.25
20
8
Tom
 S
cott
Jazzm
an/C
arole&K
ing
1974
#2&U
S
Tenor
groove (verse chorus are same)
1. intro 
long high note
verse
falling away 
1. sax finishes on concert C (tonic), 
vocal enters on same note 2. same 3. 
n/a
3.46
0.17- 0.33 
16
8
56575859606162636465666768697071727374757677787980818283
A
B
C
D
E
F
G
H
I
J
K
L
M
N
O
P
Q
Tom
 S
cott
Jazzm
an/C
arole&K
ing
1974
#2&U
S
Tenor
groove (verse chorus are same)
 2. chorus 
(few chord 
build up 
different to 
groove) 
long high note
verse 
melody
1. sax finishes on concert C (tonic), 
vocal enters on same note 2. same 3. 
n/a
3.46
1.34-1.51
17
8
Tom
 S
cott
Jazzm
an/C
arole&K
ing
1974
#2&U
S
Tenor
groove (verse chorus are same)
 3. same build 
up
long high note
end of song
n/a. fade
1. sax finishes on concert C (tonic), 
vocal enters on same note 2. same 3. 
n/a
3.46
3.00 - 3.44
44
21
Tom
 S
cott
O
h&M
y&M
y/Ringo&Starr
1974
#5&U
S
Tenor
bridge (not heard before) Not 
heard again
chorus
M
elody upward 
moving
2 bars of brass 
before vocal 
reentry(verse)
high note
n/a (gap)
4.06
1.52-2.20
28
16
Tom
 S
cott
Listen&To&W
hat&The&M
an&
Said/W
ings
1975
#1&U
S
Soprano
bridge (not heard before) Not 
heard again
chorus (break)melody 
chorus
Falling away
finishes on concert G (tonic), vocal 
enters on 3rd. B
4.02
1.45-2.09
24
16
Tom
 S
cott
H
ard&to&Say/D
an&
Fogelberg
1981#7&U
S
Tenor
verse
verse
melody 
chorus
middle of 
horn, 
sax finishes on D (5th of G), concert, 
vocal enters on same note down an 
octave
4.01
2.33-2.55
22
16
Tom
 S
cott
D
a&Ya&Think&I'm
&Sexy/Rod&
Stew
art
1979
#1&U
S
Tenor
verse (transposed)
bridge 
long high note
breakdown
high note
n/a
4.56
2.28 - 2.47
20
9
Tom
 S
cott
D
on't&C
all&It&Love/D
olly&
Parton
1985
#10&U
S
Alto 
chorus
bridge
M
elody upward 
moving
chorus
fall but not 
totally
vocal reneters before sax finishes 
phrase
3.3
2.03 - 2.20 
17
16
Tom
 S
cott
I&Love&The&N
ightlife/A
licia&
Bridges
1978
#5&U
S
Alto
Chorus
chorus
quick run up /pent
chorus
middle of 
horn
solo finishes on concert Bb
3.12
2.14 - 2.33
19
9
Tom
 S
cott
A
ll&You&G
et&From
&Love&Is&
A
&Love&Song/C
arpenters
1977
#35&U
S
Tenor
verse
chorus
melody
chorus
middle of 
horn
sax finishes on G concert, vocal 
enters on G
3.44
2.14 - 2.43
29
16
Jim
 H
orn
The&O
ne&You&Love/G
len&
Fry&(outro,&rest&is&Ernie&
W
atts)
1982
#15&U
S
Tenor
chorus
chorus (sax 
melody)
melody descending
n/a
fall away 
(fade)
n/a fade
4.33
4.14-4.33
19
7
Jim
 H
orn
Lady&Blue/Leon&Russell
1975
#14&U
S
Alto 
second bridge (new material)
bridge
melody
verse
middle of 
horn
sax finshes on C (concert), 5th, vocals 
enter an octave lower
3.38
2.06 - 2,29
23
8
Jim
 H
orn
Laughter&in&the&Rain/N
eil&
Sedaka
1975
#1&U
S
Alto 
verse
chorus
M
elody upward 
moving
prechorus
fall away 
(flick up at 
end a little)
sax finishes concert D. (tonic of Dm), 
vocal enters on F
2.48
1.45 - 2.04
19
8
Jim
 H
orn
G
ot&M
y&M
ind&Set&on&
You/G
eorge&H
arrison
1987
#2&U
K
Tenor
chorus
Chorus
melody high
n/a
riff (fades 
though)
n/a
3.5
3.24 - 3.50
26
16 (8 before m
ain vocal reenters)
Jim
 H
orn
Lost&in&the&Fifties&
Tonight/Ronnie&M
ilsap&(1)
1985
#1&U
S
Tenor
Verse
chorus 2. 
chorus + 
turnaround
M
elody upward 
moving
verse
fall away 
(slight)
1. solo finishes on concert C, vocal re-
enters on F (both tonics). Slight gap 
though 2. same
4.17
1.27 - 1.43 
168 (if 6/8 time)
Jim
 H
orn
Lost&in&the&Fifties&
Tonight/Ronnie&M
ilsap&(2)
1985
#1&U
S
Tenor
Verse
chorus 2. 
chorus + 
turnaround
quick run up/pent
2nd half of 
verse
fall away 
(slight)
1. solo finishes on concert C, vocal re-
enters on F (both tonics). Slight gap 
though 2. same
4.17
2.58 - 3.15
178 (if 6/8 time)
Jim
 H
orn
You/G
eorge&H
arrison
1975
#20&U
S
Tenor
groove
 bridge
M
elody upward 
moving
chorus
upward riff 
9high notes
1. sax finishes concert C# (tonic of 
chord), vocal enters on same note
3.42
2.00 - 2.19 (vocal reneters but does end of chorus) sax continues
19
8
Jim
 H
orn
Bop/D
an&Seals
1986
#1&U
S
Alto 
tonic chord
Chorus
NB>>>>>>
verse
Fall Away
sax finishes on C# (tonic), vocal 
enters on the same note
3.28
1.10 - 1.17
7
4
Joel Peskin
C
om
e&G
o&W
ith&M
e/Beach&
Boys
1981#18&U
S
Tenor 
(laughter 
says its 
alto)
verse
chorus
M
elody upward 
moving
chorus
arpegio to 
altissimo note 
plus fall off
sax ends on 5th (over dominant 
chord) A over A chord, vocal enters 
on A BUT over D chord
2.16
1.16 - 1.35
19
8
Joel Peskin
K
okom
o/Beach&Boys
1988
#1&U
S
Alto
verse
chorus (and 
brief 
drum/vocal 
break)
Opening 3D
pre chorus
fall away
sax finishes on concert A (9th of G 
chord), vocal enters on G - little turn 
back up to A from G in the sax... 
3.38
2.23 - 2.40
17
8
Joel Peskin
You&C
an&Leave&Your&H
at&
O
n/Joe&C
ocker
1986
*&35&U
S&&
M
ainstream
&
Rock&Tracks
tenor
groove
chorus
long high note
chorus (tag)
high note ending
sax ends on concert Eb (flattened 3rd) of concert C
), vocal enters on G
 (5th)
4.2
3.32 - 3.47
15
6
M
ichael B
recker D
on’t&Let&M
e&Be&Lonely&
Tonight/Jam
es&Taylor
1973
#14&U
S
Tenor
verse
last repeated part of verse
opening 3D
n/a (vocal tag)fall aw
ay (not to a very low
 note though)
n/a
2.37
1.56 - 2.34 (end of song)
38
11
M
ichael B
recker M
ockingbird/C
arly&Sim
on&
and&Jam
es&Taylor
1974
#5&U
S,&#34&U
K
Tenor 
2nd half of verse
guitar solo
M
elody upw
ard m
ovingverse (no choruses), first verse again
fall aw
ay
there s a bar of piano after sax finishes on F (5th pver B
b), vocal enters on C
 m
oving to F, possibly sax high E natural.
4.08
1.35 - 1.51
16
8
M
ichael B
recker O
perator/M
anhattan&
Transfer
1975
#22&U
S
Tenor
verse
verse&
m
elody
verse
fall aw
ay
sax finishes on D
 (tonic, concert), vocal enters on 7th ©
3.12
1.45 - 2.15
30
16
M
ichael B
recker Still&C
razy&after&A
ll&These&
1976
#40&U
S
Tenor 
verse
insturm
ental&
M
elody&upw
ard&
verse
placed quiet notes (desecnding, 6-5 suspension 
sax finishes on concert A
 5th, (very quiet) over a D
 chord. Vocal enters on B
 over a G
 chord
3.27
2.13 - 2.38
25
16
M
ichael B
recker Young&H
earts&Run&
Free/C
andi&Staton
1976
#20&U
S
Tenor 
bridge (dominant C7)
chorus
turn&to&long&note
chorus
Fall A
w
ay
sax finishes A
-G
-A
, vocal enters A
-G
3.5
2.42 - 2.50
8
4
M
ichael B
recker N
ative&N
ew
&
Yorker/O
dyssey
1978
#21&U
S
Tenor
bridge
chorus
M
elody&upw
ard&
m
oving
insturm
ental section
fall aw
ay
n/a
3.27
2.26 - 2.46
20
8 +
 pickup (2)
M
ichael B
recker Sam
e&O
ld&Lang&Syne/D
an&
Fogelberg
1981#9&U
S
soprano
* auld lang syne
chorus&
m
elody&from
&song
n/a
m
id&range&
held&note
n/a
5.18
4.24 - 4.15
41
M
ichael B
recker Your&Latest&Trick/D
ire&
Straits
1986
#26&U
K
Tenor 
groove
sam
e&loop&sax&
playing&lick
m
elody&from
&song&
developing
m
ore&of&
'chorus&loop'
fall&aw
ay&but&
IN
&FA
D
E&b&
loop&
continues
n/a
6.34
5.05 - 6.12
67
35 (4 x 8 plus 3 before fade)
84858687888990919293949596979899
100
101
A
B
C
D
E
F
G
H
I
J
K
L
M
N
O
P
Q
M
ichael B
recker C
andy/C
am
eo&(1)
1987
#21
tenor
groove (verse chorus are same)
1.drum
/beat&
break&
M
elody&upw
ard&
m
oving
verse&
high note 
n/a&(rap)
5.42
2.51 - 3.26 
35
M
ichael B
recker C
andy/C
am
eo&(2)
1987
#21
tenor
groove (verse chorus are same)
&2.&start&of&
chorus
M
elody&upw
ard&
m
oving
chorus/outro
fall aw
ay to very bottom
 note
n/a&(rap)
5.42
4.04 - 4.47
43
C
larence C
lem
ons
Born&To&Run/Bruce&
Springsteen
1975
#23U
S
tenor 
verse (firrst half)/chorus
C
horus
repeated&note&w
ith&
apogiaturas
bridge
high&note
sax&finishes&on&concert&E&(high),tonic.&
vocals&enters&on&A
&(fifth&of&D
)
4.32
1.57 - 2.12
15
11 (8 then held note)
C
larence C
lem
ons
H
e&C
an’t&Love&
You/M
ichael&Stanley&Band
1981#33&U
S
Tenor 
chorus
guitar&solo
long&high&note
bridge
fall&off&high&
note&note
sax&finishes&on&C
&(concert)&b&(becom
es&
5th&of&bridge),&vocal&enters&on&E
3.35
0.14 - 0.27
13
9
C
larence C
lem
ons
H
e&C
an’t&Love&
You/M
ichael&Stanley&Band
1981#33&U
S
Tenor 
chorus
guitar&solo
long&high&note
bridge
fall&off&high&
note&note
sax&finishes&on&C
&(concert)&b&(becom
es&
5th&of&bridge),&vocal&enters&on&E
3.35
2.21 - 2.34
13
9
C
larence C
lem
ons
This&Little&G
irl/G
ary&‘U
S’&
Bonds
1981#11&U
S,&
Tenor
verse (key changed)
chorus
m
elody&upw
ard
C
horus
placed&m
id&
register
n/a
3.4
1.42 - 1.57
15
2, then 2 off, 2 then 2 off
C
larence C
lem
ons
O
ut&of&W
ork/G
ary&‘U
S’&
Bonds
1982
#21&U
S
Tenor
chorus in different key (bridge 
like (up m3) or into F to suit 
Clemons?
chorus
N
B>>>>>>
verse
high&note&but&
not&the&
highest
sax&finishes&on&concert&D
&(tonic).&
V
ocal&enters&on&F#
2.58
1.27 - 1.48 (sax stops)
21
8 plus long note (2)
C
larence C
lem
ons
D
ancing&In&The&
D
ark/Bruce&Springsteen
1984
#2&U
S,&#4&U
K
tenor
groove
N
B>>>>>>
end&of&song
fades
n/a&(end&of&song)
4.03
3.24 - 4.01
37
C
larence C
lem
ons
Freew
ay&of&Love/A
retha&
Franklin
1985
#3&U
S
Tenor
groove
breakdow
n
M
elody upw
ard m
oving pre&chorus
Fall&A
w
ay
sax&finishes&low
&F&(6th)&vocal&enters&
on&C
&flat&(m
3)&m
2&over&Bb&in&bass&in&
pre&chorus
4.05
3.13 - 3.28
15
8
C
larence C
lem
ons
I’m
&G
oin&D
ow
n/Bruce&
Springsteen
1985
#9&U
S
Tenor 
groove
chorus&
M
elody upw
ard m
oving verse
held&note&
(not&that&
high)
sax finishes concert B
b (5th of Eb chord), vocal enters on sam
e note as tonic of B
b
3.32
1.27 - 1.42
15
8
C
larence C
lem
ons
You’re&a&Friend&of&
M
ine/C
larence&C
lem
ons&
and&Jackons&Brow
ne&(1)
1986
#18&U
S
Tenor 
Verse
1.&chorus&
M
elody&upw
ard&
m
oving
pre&chorus
held&note&
(not&that&
high)&
1.&sax&finishes&on&G
b&(Ebm
&chord&w
ith&
Bb&in&bass).V
ocal&enters&on&sam
e&note&
4.54
2.40 - 3.03
33
16 plus 16 going into fade
C
larence C
lem
ons
You’re&a&Friend&of&
M
ine/C
larence&C
lem
ons&
and&Jackons&Brow
ne&(2)
1986
#18&U
S
Tenor 
Chorus
2.chorus
lick&m
atching&
opening
end&of&song
2.&fade
&2.&n/a
4.54
4.08 - 4.50 (fade)
42
16 plus 16 going into fade
Jam
es Valentine Barbados/M
odels
1985
#2?&A
U
Tenor
Verse
C
horus
rhythm
 on single noteC
horus
H
igh N
ote
Vocalist 5th, S
ax tonic
3.32
1.41-2.15
34
16
Jam
es Valentine I&D
on't&W
ant&to&be&w
ith&
nobody&but&you/A
bsent&
Friends
1991
#4&A
U
Tenor 
C
horus
Bridge
M
elody&upw
ard&
m
oving
V
erse
Fall&A
w
ay
V
ocalist&tonic&Sax&3rd
4.48
3.13-3.37
24
8 or 16 depends on how
 beat is felt
Phil W
oods
Just&The&W
ay&You&
A
re/Billy&Joel
1977
#3&U
S,&#19&U
K
Alto
Verse
tag
M
elody&upw
ard&
m
oving
verse
fall&aw
ay
sax&ends&on&5th&(concert&A
),&vocal&
enters&on&tonic&(D
)
3.34
2.04 - 2.33
29
16 plus pickup
Edgar W
inter
The&Best/Tina&Turner
1989
#15&U
S,&#5&U
K
Tenor
Verse
bridge&
M
elody&upw
ard&
m
oving
chorus
high&note
sax&ends&on&5th&(concert&D
),&vocals&on&
the&note&below
5.29
3.03b&3.26
23
8
B
obby K
eys
W
hen&I&need&you/Leo&
Sayer
1977
#1&U
S,#1&U
K
Tenor
verse
chorus
M
elody&upw
ard&
m
oving
verse
fairly&high&
note&held
sax&finishes&on&concert&C
#,&vocals&
reenter&on&G
#
4.14
2.30 - 2.53
23
8
S
teve N
orm
an
True/Spandau&Ballet
1983
#4&us,&#1&U
K
Tenor
verse (new key)
chorus
long&high&note
chorus
faling&aw
ay&to&
held&m
id&
register&note
sax&finishes&on&D
,&(5th),&bar&or&so&later&
vocals&enter&on&E
5.31
2.58 - 3.36
38
16
APPENDIX(C(
Saxophone(Players(Who(Have(Played(Multiple(Pop(Solos,(1972C1995(
(
Saxophonists+who+have+played+two+or+more+solos+on+Top+40+singles+in+the+
UK,+US+or+Australia+between+1972B1995.+This+list+was+created+to+aid+selection+of+
appropriate+saxophonists+to+approach+for+interview.+Where+there+is+special+cause+for+
their+inclusion,+solos+of+significance+that+do+not+meet+the+above+criteria+are+marked+*.+
Years+of+release+apply+to+singles+onlyK+in+some+instances,+tracks+were+also+released+
on+albums+in+different+years,+prior+to+or+following+the+year+of+the+single's+release.++
+
Recording( Artist( Sax((Type( Year(
Chart((
Placing(
BRECKER,(Michael((New(York(City)([Deceased](
‘Don’t+Let+Me+Be+Lonely+Tonight’+ James+Taylor+ Tenor+ 1973+ #14+US+
‘Hello+It’s+Me’+ Todd+Lungren+ Tenor+ 1973+ #5+US+
‘Mockingbird’++ Carly+Simon+&+
James+Taylor+
Tenor+ 1974+
#5+US+
#34+UK+
‘Operator’+ Manhattan+Transfer+ Tenor+ 1975+ #22+US+
‘Still+Crazy+After+All+These+Years’++ Paul+Simon+ Tenor+ 1976+ #40+US+
‘Young+Hearts+Run+Free’++ Candi+Staton+ Tenor+ 1976+ #20+US+
‘Native+New+Yorker’++ Odyssey+ Tenor+ 1978+ #21+US+
‘Same+Old+Lang+Syne’++ Dan+Fogelberg+ Soprano+ 1981+ #9+US+
‘Black+Stations,+White+Stations’++ Martha+and+the+
Muffins+
Tenor+ 1984+ #2+US+
‘Your+Latest+Trick’++ Dire+Straits+ Tenor+ 1986+ #26+UK+
‘Candy’+ Cameo+ Tenor+ 1987+ #21+
CLEMONS,(Clarence((USA)([Deceased](
‘Born+To+Run’++ Bruce+Springsteen+ Tenor+ 1975+ #23US+
‘He+Can’t+Love+You’++ Michael+Stanley+
Band+
Tenor+ 1981+ #33+US+
‘This+Little+Girl’+ Gary+‘US’+Bonds+ Tenor+ 1981+ #11+US+
‘Out+of+Work’++ Gary+‘US’+Bonds+ Tenor+ 1982+ #21+US+
‘Dancing+In+The+Dark’+ Bruce+Springsteen+ Tenor+ 1984+ #2+US,++
#4+UK+
‘Freeway+Of+Love’++ Aretha+Franklin+ Tenor+ 1985+ #3+US+
‘I’m+Goin+Down’+ Bruce+Springsteen+ Tenor+ 1985+ #9+US+
‘Who’s+Zommin’+Who?’++ Aretha+Franklin+ Tenor+ 1985+
#7+US+
#11+UK+
‘You're+A+Friend+Of+Mine’++ Clarence+Clemons+
&+Jackson+Browne+
Tenor+ 1986+ #18+US+
DAVIS,(Snake((UK)(
‘Change’+ Lisa+Stansfield+ Tenor+ 1991+ #10+UK+
‘A+Million+Love+Songs’+ Take+That+ Tenor+ 1992+ #7+UK+
‘Move+On+Up’++ M+People+ Alto+ 1994+
#34+US+
#2+UK+
‘Search+For+A+Hero’++ M+People+ Soprano+ 1995+
#9+UK+
#37+AU+
HAMILTON,(Andy((UK)(
‘Rio’++ Duran+Duran+ Tenor+ 1983+ #14+US+
‘Union+Of+The+Snake’++ Duran+Duran+ Soprano+ 1983+
#3+US+
#4+UK+
‘I'm+Your+Man’+ Wham+ Alto+ 1986+ #1+UK+
HELLIWELL,(John(((UK)(
‘Bloody+Well+Right’++ Supertramp+ Tenor+ 1975+ #35+US+
‘Give+A+Little+Bit’++ Supertramp+ Alto+ 1977+
#15+US+
#29+UK+
‘The+Logical+Song’+ Supertramp+ Alto+ 1979+
#6+US+
#7+UK+
‘It's+Raining+Again’+ Supertramp+
Alto+++
Tenor+
1982+
#11+US+
#26+UK+
‘My+Kind+Of+Lady’+ Supertramp+ Alto+ 1983+ #31+US+
HERBIG,(Gary((Los(Angeles)(
‘On+The+Radio’/++ Donna+Summer+ Alto+ 1980+ #5+US+
‘She+Works+Hard+For+The+Money’++ Donna+Summer+ Tenor+ 1983+
#3+US++
#25+UK+
‘Some+Guys+Have+All+The+Luck’+ Rod+Stewart+ Alto+ 1984+ #10+US+
‘Time+Of+My+Life’++ Bill+Medley+&+
Jennifer+Warnes+
Tenor+ 1987+
#8+UK+
#1+US+
‘Hungry+Eyes’+ Eric+Carmen+ Tenor+ 1988+ #4+US+
‘She's+Like+The+Wind’++ Patrick+Swayze+ Tenor+ 1988+ #3+US+
HIGGINS,(Dan((Los(Angeles)i(
’Love+On+A+Rooftop’*+ Cher+ Tenor+ 1989+
Album+song/+
Heart+of+Stone+
’I+Can't+Wait’*+ Deniece+Wiliams+ Tenor+ 1988+
#66+US+
#8+US+R&B+
‘Jazzman’++
Episode+22,+Season+6*+ The+Simpsons+
Alto+ 1995+ B+
HORN,(Jim((Los(Angeles)(
‘You’++ George+Harrison+ Tenor+ 1975+ #20+US+
‘Lady+Blue’+ Leon+Russell+ Alto+ 1975+ #14+US+
‘Laughter+In+The+Rain’++ Neil+Sedaka+ Alto+ 1975+ #1+US+
’The+One+You+Love’*+ Glen+Fry+(outro)+ Tenor+ 1982+ #15+US+
‘Lost+In+The+Fifties+Tonight’++ Ronnie+Milsap+ Tenor+ 1985+ #1+US+
‘Bop’+ Dan+Seals+ Alto+ 1986+ #1+US+
‘Got+My+Mind+Set+On+You’++ George+Harrison+ Tenor+ 1987+ #2+UK+
HUNTER,(Chris((New(York(City)(
‘Intuition’++ Linx+ Soprano+ 1982+ #8+UK+
‘Solid+Bond+In+Your+Heart’+ Style+Council+ Alto+ 1983+ #11+UK+
MARSALIS,(Branford((New(York(City)(
‘Fortress+Around+Your+Heart’++ Sting+ Soprano+ 1985+ #8+US+
‘Englishman+In+New+York’*+ Sting+ Soprano+ 1988+
#30+France+
#12+Ireland+
#9+Holland+
‘Fight+The+Power’+ Public+Enemy+ Tenor+ 1989+ #29+UK+
‘I+Love+Your+Smile’+ Shanice+ Tenor+ 1991+
#2+US++
#2+UK+
PESKIN,(Joel((Los(Angeles)(
‘Come+Go+With+Me’+ Beach+Boys+ Tenor+ 1981+ #18+US+
’You+Can+Leave+Your+Hat+On’*+ Joe+Cocker+ Tenor+ 1986+
#35+US+
Mainstream+
Rock+Tracks+
‘Kokomo’+ Beach+Boys+ Alto+ 1988+ #1+US+
PICKETT,(Lenny((New(York(City)(
‘The+Bitch+Is+Back’*+ Elton+John+ Tenor+ 1974+
#4+US++
#15+UK+
’Last+Friday+Night’*+ Katy+Perry+ Tenor+ 2013+ #1+US+
SANBORN,(David((New(York(City)(
‘Young+Americans’++ David+Bowie+ Alto+ 1975+
#28+US++
#18+UK+
‘How+Sweet+It+Is’++ James+Taylor+ Alto+ 1975+ #5+US+
‘Ooh+Baby+Baby’++ Linda+Ronstadt+ Alto+ 1978+ #7+US+
‘You+Belong+To+Me’++ Carly+Simon+ Alto+ 1978+ #6+US+
‘Let+Me+Love+You+Tonight’++ Pure+Prairie+
League+
Alto+ 1980+ #10+US+
‘The+Seduction’++ James+Last+ Alto+ 1980+ #28+US+
‘Heart+To+Heart’++ Kenny+Loggins+ Alto+ 1983+ #15+US+
‘Don’t+Stop+The+Dance’+ Bryan+Ferry+ +Alto+ 1985+ #13+UK+
SCOTT,(Tom((Los(Angeles)(
‘Jazzman’++ Carole+King+ Tenor+ 1974+ #2+US+
‘Oh+My+My’++ Ringo+Starr+ Tenor+ 1974+ #5+US+
‘Listen+To+What+The+Man+Said’++ Wings+ Soprano+ 1975+ #1+US+
‘All+You+Get+From+Love+Is+A+Love+
Song’++ The+Carpenters+
Tenor+ 1977+ #35+US+
‘I+Love+The+Nightlife’++ Alicia+Bridges+ Alto+ 1978+ #5+US+
‘Da+Ya+Think+I'm+Sexy’++ Rod+Stewart+ Tenor+ 1979+ #1+US+
‘Hard+To+Say’+ Dan+Fogelberg+ Tenor+ 1981+ #7+US+
‘Don't+Call+It+Love’++ Dolly+Parton+ Alto+ 1985+ #10+US+
SNITZER,(Andy((New(York(City)(
‘Waiting+For+A+Star+To+Fall’+ Boy+Meets+Girl+ Tenor+ 1988+
#5+US++
#9+UK+
‘Do+The+Bartman’++ The$Simpsons$ Tenor+ 1990+ #1+UK+
VALENTINE,(James((Sydney)(
‘Barbados’+ The+Models+ Tenor+ 1985+ #2+AU+
‘I+Don't+Want+To+Be+With+Nobody+But+
You’++ Absent+Friends+
Tenor+ 1991+ #4+AU+
WATTS,(Ernie((Los(Angeles)(
‘Never+Let+Her+Slip+Away’++ Andrew+Gold+ Tenor+ 1978+ #5+UK+
‘I+Just+Wanna+Stop’++ Gino+Vannelli+ Tenor+ 1978+ #4+US+
‘Young+Blood’++ Ricki+Lee+Jones+ Soprano+ 1979+ #40+US+
‘Love+Is+The+Answer’++ England+Dan+&+
John+Ford+Coley+
Soprano+ 1979+ #10+US+
‘Biggest+Part+of+Me’+ Ambrosia+ Alto+ 1980+ #3+US+
‘You're+the+Only+Woman’++ Ambrosia+ Alto+ 1980+ #13+US+
‘Arthur’s+Theme+(Best+You+Can+Do)’++ Christopher+Cross+ Alto+ 1981+
#1+US++
#7+UK+
‘Love+Is+In+Control’++ Donna+Summer+ Alto+ 1982+ #15+US+
‘Alibis’+ Sergio+Mendes+ Tenor+ 1984+ #29+US+
!
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
i!No+found+Higgins+feature+charted+within+the+Top+40+of+the+US,+UK+or+Australia.+His+renown+as+a+
session+musician+led+to+the+inclusion+of+these+recordings.++
!
APPENDIX D  
Musical Transcriptions 
All musical transcriptions completed by the researcher unless marked * where transcription 
has either been located online or in a publication. 
In this appendix transcriptions are presented by saxophone player (in the order interviews 
occurred) and then chronologically. Following the transcriptions of solos by interviewees 
are examples by the frequently discussed saxophonist David Sanborn and then solos by 
King Curtis and Junior Walker, performers active before the era focused on in this project. 
Ernie Watts  
- ‘Never Let Her Slip Away’ (1) 
- ‘I Just Wanna Stop’ (2) 
- ‘Biggest Part Of Me’ (3) 
- ‘You’re The Only Woman’ (4) 
- ‘Arthurs Theme (Best You Can Do)’ (5) 
- ‘Love Is In Control’ (6) 
- ‘Alibi’ (7) 
- ‘In A Sentimental Mood’* (jazz solo) (8) 
Gary Herbig 
- ‘On The Radio’ (9) 
- ‘She Works Hard For The Money’ (10) 
- ‘Some Guys Have All The Luck’ (11) 
- ‘She’s Like The Wind’ (12) 
- ‘(I’ve Had) The Time of My Life’ (13) 
Dan Higgins 
- ‘I Can’t Wait’ (14) 
- ‘Love On The Rooftop’ (15) 
- ‘Jazzman’ (16) 
- ‘Count Bubba’* (jazz solo) (17) 
Andy Spitzer 
- ‘Waiting For A Star To Fall’ (18) 
- ‘Do The Bartman’ (19) 
- ‘Lost In Your Love’ (20) 
Chris Hunter 
- ‘So This Is Romance’ (21) 
- ‘A Solid Bond In Your Heart’ (22) 
- ‘Intuition’ (23) 
Lenny Pickett 
- ‘The Bitch Is Back’ (24) 
- ‘Last Friday Night’* (25) 
John Helliwell 
- ‘Bloody Well Right’* (26) 
- ‘Give A Little Bit’* (27) 
- ‘The Logical Song’* (28) 
- ‘Its Raining Again’* (29) 
- ‘My Kind Of Lady’ (30) 
- ‘Long Is The Road’ (31) 
- ‘Heart Don’t Change My Mind’ (32) 
Andy Hamilton 
- ‘Rio’* (33) 
- ‘Union Of The Snake’ (34) 
- ‘I’m Your Man’* (35) 
- ‘Cowboys and Angels’* (36) 
Snake Davis 
- ‘Change’* (37) 
- ‘Moving On Up’ (38) 
- Search For A Hero’ (39) 
- ‘A Million Love Songs’* (40) 
- ‘Jubel’ (41) 
- ‘Stock Phrases’ (as played at interview) (42) 
James Valentine 
- ‘Barbados’ (43) 
- ‘Nobody But You’ (44) 
Branford Marsalis 
- ‘Fortress Around Your Heart’ (45) 
- ‘Englishman In New York’ (46) 
- ‘I Love Your Smile’ (47) 
David Sanborn (not an interviewee) 
- ‘Young Americans’* (48) 
- ‘How Sweet It Is’* (49) 
- ‘The Peeper’* (with Hank Crawford)* (50) 
King Curtis (not an interviewee) 
- ‘Yakety Yak’* (51)  
- ‘Charlie Brown’* (52) 
- ‘Memphis Soul Stew’* (53) 
Junior Walker (not an interviewee) 
- ‘Shotgun’* (54) 
- ‘Urgent’* (55) 
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Never Let Her Slip Away (1978) - Andrew Gold
©
B Flat Tenor Solo By Ernie Watts
1.55
#5 UK
words and music 
by Andrew Gold
produced by Andrew Gold
and Brock Walsh
Transcription #1
P  Words and Music
Solo by Ernie Watts
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I Just Wanna Stop (1978)- Gino Vannelli
©
B Flat Tenor Solo by Ernie Watts
2.08
words and music 
by ross vannelli
#4 US
produced by gino, joe
and ross vannelli
Transcription #2
Words and Music
by R  V i
P o e  b  Gi o, Joe
and Ross Vannelli
Solo by Ernie Watts
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Biggest Part of Me (1980)- Ambrosia
©
E flat Alto Sax solo by Ernie Watts
3.17 - after guitar solo
3.37
#3 US
words and music
by david pack
produced by ambrosia 
and freddie piro
Transcription #3
Words and Music
by David Pack
Pro   A i
and Freddie Piro Solo by Ernie Watts
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You're The Only Woman (1980)- Ambrosia
©
E Flat Alto solo by Ernie Watts
2.54
fast wide vib
3.08
#13 US
words and music 
by david pack
produced by ambrosia
and freddie piro
Transcription #4
Solo by Ernie Watts W   M i
D P
Produed by Ambrosia
and Freddie Piro
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Arthur's Theme (Best That You Can Do) (1981) 
- Christopher Cross
©
Solo by Ernie Watts
Words and Music by
Christopher Cross, 
Burt Bacharach, 
Carole Bayer Sager, 
and Peter Allen
#1 US, #7 UK
Produced by Michael Omartian
2.16
2.46
Transcription #5
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Love Is in Control (1982) - Donna Summer
©
Sax Solo by Ernie Watts
2.30
words and music by 
Quincy Jones, Rod Temperton
and Merria Ross 
produced by Quincy Jones
#10 US
Transcription #6
W   MP ed by
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Alibi (1984) - Sergio Mendes
#29 US
©
Tenor Solo by Ernie Watts
words and music by
Tony Macauley and Tom Snow
3.00
2.41
Produced by Sergios Mendes 
and Robbie Buchanan
Tenor Sax.
T. Sx.
T. Sx.
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Words and Musi  
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In a Sentimental Mood
www.saxsolos.com
2009
Tenor
Ernie Watts
Classic Moods
Transcription #1i i  7
Transcription #8
(1998)TextJazz recording (not a pop solo)From Ernie Watts’ Classic 
Moods Album
Jazz standard by
Duke Ellington
Tenor sax solo by Ernie Watts
Transcription by Curtis Swift, purchased from saxsolos.com
                     
T. Sx
T. Sx
T. Sx
T. Sx
T. Sx
T. Sx
Sol  by Ernie Watts
Transcription by Curtis Swift purchased from www.saxsolos.com
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& #
83
rœ œ œn œb œb ‰ œ œ œ œb œ rœ# œ œnF -7 B
b7
& #
84
≈ . œb œb œn œ œb œn œb œb œb œb œb œn œn œb œ œ œn œ œ œ œ œb œ œ œn œb œ œb œn
Eb@ C 7
& #
85
œb œb œn œb œb œb œn œb .˙bF
7 Bb7 .œ œb œ Rœ ‰ .
rœ œ œn œb œEb@ C -7
& #
87
œ rœ œ œn .œ œb œ œ œb .œb œF -7 B
b7
≈ œ œ œ .œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ# œ œn œ3
A -7 D 7
4 In a Sentimental Mood
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2009
t.sx
t.sx
t.sx
t.sx
t.sx
t.sx
t.sx
& #
89
rœ ‰ . œ rœ# œ rœ# œ œ œ œ
D 7 rœ# œ .œ œ œ œn ˙3E- E -J Œ œ œ œ œ œ œ rœ# œ3 3
E -7 E-6
& #
92
œ œ œ œ rœ# .œ rœ# ˙
3A- A -J
œ ‰ œ œ œ œb œ œ œ œ
A -7 A-6
rœ# ˙ ‰ rœ jœ œ œ œ3
E-
& #
95
œœœœ œ ˙ ‰ Jœ3
E 7
œ .œ œ œ œ œ rœ# œ œ œ œ
3A -7 D 7
! 9 
Rit.
œ œ œ œ œ œ
rœ# œ œ .œ œ œ .œ œ3G@
& #
98
œ œ œ œ œ œ œ œ œ# œ œ œ œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ3
3 w
5In a Sentimental Mood
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t.sx
t.sx
t.sx
t.sx
& #### 44Alto Sax Ó Œ œ œ œ œ œ œ3 3 œ œ œ œ œ Œ
E
‰ œ œ œ .œ œ œ œ
& ####A. Sx.
4
œ œ œ œ ‰ Jœ
A .œ œ œ Ó Œ . Jœ .œ œn œ œ
F#m7 œ œ œ œ œ œ œ œ
& ####A. Sx.
8
œ œ œ œ ‰ œ œ
G#m7 œ ≈ œ œ Ó
C#m7
Œ œ œ œ# œ œ œ
F# œ œ œ# œ œ œ
& ####A. Sx.
12
Jœ ‰ Œ œ
œn œ œA œ œ œ œ œ .œ
A
.œ œ œ œ œ .œ œ œ
B .œ# œ œ œ œ œ œ œ œB
& ####A. Sx.
16
.œ# Jœ ˙
G#m7
‰ .œ œn œ ˙
On The Radio (1979) - Donna Summer
©
E Flat Alto Sax Solo by Gary Herbig
2.47
3.18
words and music by
Donna Summer and 
Georgio Moroder
produced by 
Georgio Moroder
#5 US, #32 UK
Transcription #9
W M
Produced by Solo by Gary Herbig
& bbbbb 44Tenor Sax Œ Œ œ œ œ œ œ
Bbm œ œ. œ. .œ. œ. œ. œ. œ. œ- œ- œ- œ- œ- œ. œ- œ-A
b
& bbbbbT. Sx.
4
œ œ œ œ œ œ œ Jœ Œ .3 ≈ Jœ^ ≈ œn œ œ œ œ œ œ œ
œ œ œEbm7
& bbbbbT. Sx.
6
œ œ œ œ œ œ œ œ œ œ œ œ
œF7 .œ œb œ œ œ- Œ œ œ œ
Bbm
& bbbbbT. Sx.
8
œ œ œ œ ˙ ˙ Ó
She Works Hard For The Money (1983)- Donna Summer
©
B Flat Tenor Sax Solo by Gary Herbig
2.52
3.07
#3 US, #25 UK
produced by 
Michael Omartian
words and music by
donna summer and
Michael Omartian
Transcription #10
Solo by Gary Herbig W  M i  by
Donna Summer and 
Michael OmartianProduced by
& ##### 44Alto Sax Ó ‰ œ œ œ œ œ œ
F#7 .˙ œ œG#m œ œ œ œ œ. Ó Œ
œF#7
& #####A. Sx.
5
.˙ œ. œ .œ œ .œ .œ œ Jœ ‰
G#m
Ó ‰ Jœ œ œ œ
3
œ œ œ œ œ œ œ œ œ œ ≈ œ
F#7~~~~
& #####A. Sx.
9
œ .œ œ Ó Ó Œ œ œ œ
G#m œ. œ œ œ ˙ .˙ œ œ œF#7
& #####A. Sx.
13
œ œ œ œ œ .Jœ ≈ .œ œ Jœ ‰ Œ ≈ œ œ œ
G#m œn œ œ œ œ œ œ œ œ œ œ Œ3
& #####A. Sx.
16
Œ œ œ œ œ œ
œ œF#7 w ˙
Ó
G#m
Some Guys Have All The Luck (1984) - Rod Stewart
Produced by 
Michael Omartian
#10 US
©
E Flat Alto Sax solo by Gary Herbig Words and Music by
Jeff Fortgang
Transcription #11
So o by Gary HerbigProduced by
Michael Omartian
& ### 44Tenor Sax Œ .˙ œ œ
D ˙ .œ œ .œ œ œF
#m
& ### 45T. Sx.
3
jœ œ œ œ .œ œ œ œD ≈ œ œ .œ ˙
F#m
& ### 45 44T. Sx.
5
Œ ≈ ® œ œ œ œ œ jœn œ# œ œ œ œ œ œ
D
& ### 44T. Sx.
6
œ œ œ
œ œF#m
& ###T. Sx.
7
Œ ≈ œ œ œ œ
œ œ œ œ œ3A C#m/G# F#m7 A/E œ œ œ œ œ œ œ œ œ œ œ œ
D A/C# Bm7 D/E
& ###T. Sx.
9
‰ ≈ Rœ .œ œ œ œ œ œ œ
œA C#m/G# F#m7 A/E ≈ œ œ œ œ Ó
D A/C# Bm7 D/E
She's Like The Wind (1987)- Patrick Swayze
©
B Flat Tenor Sax Solo by Gary Herbig
1.09
1.26
2.18
2.26
3.36
3.46
words and music by
Patrick Swayze and Stacy Widelitz
produced by
Michael Lloyd
#3 us, #17 uk
Transcription #12
#3 US, #17 UK
Produced by
1.09 - Solo 1
Words and Music by
i k ayze and Stacy Widelitz
Solo by Gary Herbig
2.18 - Solo 2
3.06 - Fills Under Outro Chorus
& ###### 44Tenor Sax
.˙ jœ‹ .œ œ œF
#
œ ≈ œ œ r˚œn œ# œ œn œ œ œ3D
#m7
& ######T. Sx.
3
œ œ œ œ jœ‹ œ Œ ≈ œ œ
E6/F œ œ œ œ œ œ œ œ œ œ œ œ œn œ œ œ œ œ ≈3 3 3
& ######T. Sx.
5
œ œ œ œ œ œ œ œF# œn œ œ œ œ œ ‰ œ œ œ .œ#3
D#m7
& ######T. Sx.
7
œ œ œn œ œ# œn œ œ œ œ ‰
œn œE6/F œ œ ‰ œ œ œ œn œ œ
G#m7 /D# C#sus2
(I've Had) The Time of My Life (1987) 
- Bill Medley & Jennifer Warnes
Words and music by John DeNicola,
Donald Markowitz and Franke PreviteProduced by Michael Lloyd
©
B Flat Tenor Sax solo by Gary Herbig#1 US, #6 UK
Transcription #13
Words and Music by John DeNico a,
Donald Markowitz and Franke Previte
Solo by Gary Herbig
& bbbbb 44Tenor Sax Ó œ
œ œ œDb .œ Jœ ˙ ä
BMaj7
Ó ‰ œ œ
œGbMaj9 œ œ. œ œ ä
Db6
Ó ‰ œ
œ œAbMaj7
& bbbbbT. Sx.
6
˙ œ- œ. œBMaj7 œ- œ. Ó
GbMaj9
‰ œ œ
œ œ œ.Bbm7 œ- œ. œ œ œ œ œE
b
11
∑
Ab(add9)
& bbbbbT. Sx.
11
Ó . œ œ
Bbm7 .˙ Œ
Eb11
‰ œ ‰ œ œ œ
Ab(add9)
Ó Jœ .œ Jœ œ Jœ œ œ.
G7
& bbbbbT. Sx.
16
‰ .œ œ œ œ œ œ œ
C11 /Bb œ œ œ œ œFm7 ‰ œ œ œ jœ œ œ œ œ œ. Œ œ œ
Db6
& bbbbbT. Sx.
20
œ jœ œ. œ œBbm7 Eb11 Œ œ
. ˙Ab(add9) œ œ œ œn . œ œ œ œ œ œ Œ
G7
& bbbbbT. Sx.
24
œ œ œ œ œ œC11 /Bb œ jœ œ œ œ ‰ Jœ
Fm7 œ œ œ œ œ œ. œ œ œ3 .œ Jœ œ œG
b6
& bbbbbT. Sx.
28
Œ œ œ œ œ
Eb11 ˙ Ó
BMaj7
I Can't Wait (1988) - Deniece Williams
©
B Flat Tenor Sax Solo by Dan Higgins
0.11
0.22
2.26
2.51
produced by
George Duke
words and music
by skylark
#66 US
Transcription #14
Solo by Dan HigginsP  
George Duke
Words and Music
by Skylark0.11 Intro Solo
- Solo
& # 44Tenor Sax ‰ œ œ œ œ œ œ œ
C .œ Jœ œ œ œb œn
.G Œ . Jœ ˙ œ œ. œ œ œ.
C
& #T. Sx.
5
Œ ˙ œ œ œ œ
.
‰
.œD œ œ œ œ œ œ œ ˙ œ œ œb œ
C
~~~
& #T. Sx.
9
œ œ œ œ œ œ œ œ œn œ ˙ Ó
D Em
Love On The Rooftop (1989) - Cher
©
Tenor Sax Solo by Dan Higgins
GROWLED THROUGHOUT
3.05
2,42
Album track, #1 album au
produced by Frank Wolf words and music by
Desmond Child and
Diane Warren 
Transcription #15
Solo by Dan Higgins
Wo  a  M i  
Track from #1 Album Au
Produced by Frank Wolf
& ### 44Alto Sax Ó œ œ
œ œBm7/E œ œ œ œ œn œ œ œ Œ
œn œ œ œG/A A
& ###A. Sx.
4
œ œ œn œ œ œ .œ œ œ .œ œ œ œ œ  .œ Jœ
G/A œ œn œ œ œ
A~~
& ###A. Sx.
7
Ó ‰ œ œ œ Jœ3 3
G/A .œ œn œ# œ œ œ Jœ ‰ œ œ œ
œA œ œ Œ œ jœn œ# œn œ œ œ
G/A
& ###A. Sx.
10
˙â œn œ œ œ œ œ3 œ œâ .˙
A
Jazzman (1995)- The Simpsons
Solo by Dan Higgins
growl
Words and Music
by Carole KingN/A (from TV)
Producer Unknown
Transcription #16
0.50 -Solo (Alto Part Only) 
& # 44Alto Sax. ı126 ∑G 7 Ó œb œ ‰ œ ‰ Jœb œ œ ‰ ‰ œ.C 9
& #
130
œ œb œ œ œ œ œb œ œ œ3 Jœn ‰ Œ Œ œ œ#
G 7 F#7 œ œ œn œ# œ œ œnF
7 E 7 œ# œ œ .œ Jœ#
A 7 #5
#9
& #
134
œ œ# œn œn œ# œ œ œ œ œ3
D 13
œ œ œ ‰ jœn ‰ ‰ œn œ œ3
G 7
œ# œ œn œ Jœ ‰
œ
& #
137
œ œ# œn œ œ œn œ œ ‰ ‰ œC
9 œ œb œ œb œ œn œ œ# œn œB
b9
œ# œ œ œ# œ œ œ œ
A 9
& #
140
œ œ# œ# œ œ# œ œ# œn œ
Eb9 D 7 b9 œ œ œ œ œ œ œn œ Œ
G 7
Œ ‰ Jœ# œ œ œ œ
& #
143
œ œ# œ œn œ œbC
9 œ œn Œ ‰
œn œ œ œ œ œb œb œ œ œb œb3 3A
b9(b5)
& #
146
œn œb œ œ œb œb œn œb œ œb œ œ œ œ œ œb œ œn œ
3 3 3
C 9
œ œb œn œ œn œ# œ œ œb œb3 3
Count Bubba
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Alto
Dan Higgins
Swingin' for the Fences
Transcription #17
Transcription by Curtis Swift, purchased from saxsolos.com
(2001) 
- Gordon Goodwins Big Phat Band
Jazz solo from the album
Alto Sax solo by Dan Higgins
Song composed by
Gordon Goodwin
Album produced by Ken Caillat, Leo Rossi, 
John Trickett, Jon Baker, Gordon Goodwin & Dan Savant Solo by Dan Higgi s
By Gordon Goodwin
Ja z Solo From A bu
Swingin’ For The Fe ces
Transcription by Curtis Swift Purchased From www.saxsolos.com
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
& #
149
œ œb œ œ œn œb œn œB
b9 œb œn œ œ œb œ œn œ œb
3 3 œ ‰ Jœ œ œ œ œ3
C 9
& #
152
‰ œ œ Jœ œb œ œ œ œ œ œ œ œ
3
3
3 3 œ œ œb œ œ œn œ œb œ œb œb œ œb
Eb9
œ œb œ œ œn œb œ œb Ó
& #
155
‰ œ œb œ œn œ# œ œ
œnD 7 #9 œ œb ‰ œ# .œ Jœ ‰ œ œb œb œn œ œb œ
& #
158
Jœ ‰ œ œ œ œ œb œ œ#3 œ œ Œ Jœn ‰ ‰ jœ# Jœ
G 7
‰ Jœ Œ œn œ œ œ
& #
Ÿ~~~~~~~~~~
161
œ œ# œ œ œn œb œ œ œn œ œ œ œ œ œ œ œn œ Œ Œ ‰ Jœ
G 7
Hi E Shake
œ .œ Jœ# œ
& #
165
.˙ œb œC 9 œb œ œ œ œn œ œ œ œ Jœ ‰ Œ ‰ Jœ#
G 7 F#7
‰ œ œ œ œn œ# œ œn
F 7 E 7
& #
169
œ# œ œ œ œ# œn œ# œn œ#3A
7 #5
#9
Jœ ‰ œ œ œ œ œ# œn œ#3
D 13
œ œ œ ‰ Jœn ‰ Œ
G 7
2 Count Bubba
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Alto
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
& #
172
‰ . Rœ œ œ œn œ œ
œ œ œ œ œb œ œb œ œ œn œb œn œb œ œb œ œ œ œ œ œ œ œ œ œn3 3
C 9
& #
174
œ œ œ œb œ œ œ œb œ œb œ œb œ œn3 3 3B
b9 œ œ œ œ# œ œ œ# œ œ œ œ œ# œ œ# œ œn
A 9
& #
176
œ œ œb œ œ# œ œ œ Œ ‰ Jœn
3Eb9 D 7 b9 œ œ# œ œ Jœn ‰ Œ
G 7
‰ Jœb œ œb œ œ œ œn œ œb œ œ œ
3 3
& #
179
Œ ‰ Jœ œ œ œb œ œ ≈3
C 9
≈ œ œ œ œ œ .œb œ œ œ œ œ œ œ œ œ#3 3 œb Œ ‰ œ œ œn
Ab9(b5)
& #
182
œ œb œb œn œ œb œ œn œb œ œ œb œn œ# œ œ œ
C 9
œ œ œ œb œ œb œb
& #
185
œ œn œ œb œb œ œ œn œ œb3B
b9 œ œb œ œ œn ‰ œ œb œ œb œ œ jœ ‰ Œ
C 9
& #
188
œ œ œ œ. œ œ œ œ. œ œ œb œ œb œn
œ œEb9 œ œ œ œb œ œb œ œ œ œ œb3 3
3Count Bubba
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Alto
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
& #
191
œ œn œ# œ œn œ œb œ œ œn œD
7 #9 œ œb œ œ œ œb œ œ œ œb œ œ œ œ Œ
3 3 Œ œ œn œ œ œb œn
œn œ
& # Ÿ Ÿ
194
œ œb œb œ œb œ œb œ œ3 œn œ# œ œ ‰ œb œ œ
G 7
œ œ œ œ œ œ œ
Hi E Shake
& #
197
œ œ œ œ œ œ œ œ œ
3 ˙n õ Œ œ œ œ#
œ œ œn ≈ ı144
4 Count Bubba
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Alto
a.sx
a.sx
a.sx
& # 44Tenor Sax Ó Œ ‰ Jœ
C œ œ œ œ ˙Em7 œ œ. œ œ œôŒ
D G/B Cadd9
& #T. Sx.
4
œ. œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰ œ œ œ œ œ œ
D œ œ œ œ œ œ œ œ œ œn œ œ.
& #T. Sx.
7
œ œ œ jœb œn Œ . J
œâC ˙ œ œ œ œEm7 œ œ œ œ .œ œ ‰ J
œD G/B Cadd9 œ œ. œ œ œ. œ
& #T. Sx.
11
Jœ œ ‰ ‰ œ œ œ œ
D œ œ œ œ œ œ œ œ œ ‰
.œâ œ àŒ ∑~~~
Waiting For A Star To Fall (1987) - Boy Meets Girl
#5 US, #9 UK
©2015
Solo by Andy Snitzer
3.06
3.33
Words and Music by George 
Merrill and Shannon RubicamProduced by George Merrill,
Arif Mardin and Thomas Hart
Transciption #18
& b 44Tenor Sax ‰ œ œ ‰ œ œ ‰
œ œ ≈ Jœ ≈
Bb9
≈ Rœ ‰ Jœ ‰ œb œ œ ‰ œb œb ‰ Jœ œb œb ‰ œ œ ‰ ‰ œ œ
& bT. Sx.
4
≈ Rœ ‰ œb œ ‰ œb ≈ œ œ œœœ3 œb œb œ œb œb œ Œ Ó
3 3 ı3 ∑
& bT. Sx.
10
Ó Œ œb œ œb œ ≈ œb ≈ œ ≈ œ œb œb ≈ Rœ ‰ œb œ ‰
Do The Bartman (1990) - The Simpsons
©
 b flat tenor saxophone solo by Andy Snitzer
3.15
3.40
#1 Uk, #1 AU, #11 US
produced by Bryan Loren
Words and Music
By Bryan Loren
Transcription #19
Pro e    Solo by A dy Snitzer
 K AU, #11 US
& #### 86Tenor Sax Œ . Œ œ œ œ# œ# œ5
G#7 .œ œ œ œ# Jœ œ œ œ# œ#
& ####T. Sx.
4
Jœ# œ ‰ . .Jœ œ œ œ œ œ œ œ œ œ œ5
A .œ Œ .
& ####T. Sx.
7
Œ . ‰ œ œ œ œ œ œ œ œ œ œ Jœâ œâ œ œ# œ
G#7
& ####T. Sx.
10
œ# œ œ ‰ ‰ ‰ œ œ œ œ œ# œ œ œ œ œ œ œ œ œ ‰ ‰ ‰ œ œ
& ####T. Sx.
13
œ œ œ œ œ œ œ œ œ œ3A œ œ œ œ Œ
œ œ jœn .œ# œ œ œ œ œ œ
C#m
& #### 83 86T. Sx.
16
œ œ œ œ œ œ œ œ œ œ œ œB ≈ œ œ œ œ œ œ œ œ œ# œn5 3
A œ Jœ œ œ œ
G#7
& ####T. Sx.
19
‰ œ œ œ œ œ .œ œ œ Jœ œ œ ‰
F#
‰
œ
J
œ œnA
& ####T. Sx.
22
.B˙
∑
Lost In Your Love (1994)- Carly Simon
Words and Music by
Carly Simon and Jacob Brackman
Album Track, 
#129 in US, 1994
©
B Flat Tenor Sax Solo by Andy Snitzer
2.30
Vocalist Re-enters on concert C#
3.223.20
produced by Frank Filipetti
Transcription #20
& ##### 44Alto Sax ≈ œ œ œ œ œ œ œ ≈ œ œ Œ3
B
≈ œ œ œ œ œ œ œn œ
. ≈ œ œ œ œ.3A
& #####A. Sx.
3
Œ œ
.œn . .œ Rœ#E/G
# œ œ œn œ ≈ œ œ œ œ œ œn œ œ œn œ œ œ#
G A
≈ œ œ œ .œ œ œ œn
. œ œ.B
& #####A. Sx.
6
Œ
jœ# .œ ‰ œn œ
.A œ œ .œ œ œ œn jœn œ#^ jœn œ#^E/G# œ œ œ œ œn . œ œ œ œn œ œ œn œ œ#3 3G A
& #####A. Sx.
9
‰ ≈ œ œ# œn œ# œ œ œ œ œ# œ œ œ œ œ
œ3B œ œ œ œ œ œ œ œ# œn œ œn œ œ .œ œ#3A
& #####A. Sx.
11
œ ≈ œ œ œ œ œ œ œ œ œ# œn œ ≈ œ œ3
E/G# œ ≈ œ# œn œ œ œ# œ œ œ œn œ œ œ œ œ œ
G A
& #####A. Sx.
13
œ œ œ .œ œ œ œ œ ≈ œB œ .œn œ œ œ œ œn .œA œ œ œn ≈ œn œ œ œ œ œ œ œ œnE/G
#
& #####A. Sx.
16
œ œ œ œn ≈ œ œ œn œ œG A Œ ≈ œn œ œ œ œ .œ
B
‰ œn œ œ œ œ œ œ œ .œ3
A
& #####A. Sx.
19
≈ œn œ œ œ œ œ ≈ œn œ# œ œ# œ œ
E/G# œ œ œ œ œ œn œ œ œ œ œ œ œn ≈ œ# œnG A
& #####A. Sx.
21
œ œn œ œ# œn œ œ œ .œ œB œ œn Œ ‰ œ
œn œA .œ J
œ œn œ œE/G#
So This Is Romance -  (1982) Linx Words and music by David Grant and Peter Martin
E Flat Alto Saxophone solo by Chris Hunter
©
#15 UK
Produced by Bob Carter, 
David Grant and Peter Martin
4.02
solo is on outro to song, a fade takes place
growled
Transcription #21
ords and Music by David 
Grantand Peter Martin
Solo by Chris Hunter
& ###### 44Alto Sax ‰ œ œ œ œ œn œ# œ œ
C#7 jœ œ œ œ œ œ œ œ œ œ œF
#
Jœ œn Jœ œ œ œ
A#m/F
& ######A. Sx.
4
œ œ œ œ œ œ œ
G#m œ Œ œ œ œ œ
C#7 F# œ œ ≈ œ œ œ Œ ‰ œ œ œ œ œn Jœ# œ œ œ3 3 3
A#m/F
& ######A. Sx.
8
jœ ˙n œ œ œ œn œ œ#3 3
G#m
œ œ œ œn œ œ œ œ œ œn œ œ# œn ‰ Jœ3 3
C#7
Jœ ‰ Œ Ó
F#
& ######A. Sx.
11
Ó Œ ‰ Jœ
F# œ œ œ# œ œ œn œ œG
#m C#7 œ Œ Ó
F#
‰ œn œ œ œ œ œ œ œ
G#m C#7
& ###### 42 44A. Sx.
15
œ Œ œ œ
.œnF# C#7 .œ Jœ œ œn œ œ œn œ œ ˙ Ó
F#
A Solid Bond In Your Heart (1982)- The Style Council
©
E Flat Alto Sax Solo by Chris Hunter
1.23
1.07
1.36
1.49
CALL AND RESPONSE
words and music
by Paul Weller
produced by paul weller
and Peter Wilson
#11 UK
Transcription #22
Produced by Paul Weller
and Peter Wilson
Wor  a  Mu i
by Paul Weller
Solo by Chris Hunter
& bbbbb 44Soprano Sax Ó Œ ‰ Jœ
Db Eb œ œ œ œ œ œ œDb Eb
& bbbbbS. Sx.
3
∑
Db Eb
≈ œ œ œn œ œ œ œ œ œ œ œ œ
Db Eb
& bbbbbS. Sx.
5
∑
Db Eb
≈ œ œ œ œ œ œ œ œ .œ œ
Db Eb
& bbbbbS. Sx.
7
œn œ œ Œ Ó
Db Eb
Intuition (1982)- Linx
©
B Flat Soprano Sax Solo by Chris Hunter
1.52
2.05
#8 UK words and music by
david grant and peter 
martin
produced by bob carter, david
grant and peter martin
Transcription #23
Words and Music by
Davi  Gr P
Marti
Pro  B  C ter,
David Grant and Peter Martin Solo by Chris Hunter
& bb 44Tenor Sax Ó . œ œ ˙ Jœ. ‰ ‰ œ œ
Bb œ .œ œ Œ . J
œEb/Bb Bb œ œ œ œ œ œ œ œE
b/Bb~
& bbT. Sx.
5
œ Œ ‰ œn œ œb œ œ œ
F7 Bb œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œA
b
& bbT. Sx.
7
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œE
b œ œ œ œ œ œ œ œ œ
Eb/Bb Bb
‰
œ Jœ œb œ œF7 B
b
& bbT. Sx.
10
‰ œ œ œ œ œ œ
Eb/Bb w ∑~~~~
The Bitch Is Back (1974)- Elton John
©
tenor Sax solo by Lenny Pickett
2.05
2.24
produced by
Gus Dudgeon
words and music by
elton john and 
bernie taupin
#4 US, #15 UK
slow bend
Transcription #24
Solo by Lenny PickettProduced by
Words and Music by Elton 
John and Bernie Taupin
& bbbb 44Tenor Sax. ı4 ı16 ı24 ı16 ı24
& bbbb
85
∑ ∑ ∑ ∑ ∑ ∑
& bbbb
√
91
∑
.˙ œ œE
b7 œ œ Œ ‰ œ œ œ
Db œ œ. œ œ. œ œ œ œ œõ
Bb-
& bbbb
√
95
≈ œ œ ≈ œ œ œ œ œ ‰
F-
‰ œ œ œ
. œ œ œ œE
b
œ~
œ
≈ ‰ Jœ ‰ Jœ œ
œ œ œDb
& bbbb
√ ¤
98
œ œ œ œ œ œ œ œ ‰ Jœ ≈
.Jœ
Bb-
.˙ œ œ œ œ œ ˙ Œ ı20
Last Friday Night
www.saxsolos.com
2012
Tenor
Lenny Pickett
Katy Perry
Produced by Dr. Luke 
and Max Martin
Words and music by
Katy Perry, Lukasz Gottwald, 
Max Martin & Bonnie McKee
#1 US, #9 UK, #5 AU
(2011) - Katy Perry
2.47
3.03
Transcription #25
Tenor sax solo by Lenny Pickett
Transcription by Curtis Swift, purchased from saxsolos.com
 and Music bySolo by Lenny Pickett
t.sx
t.sx
t.sx
t.sx
Transcription by Curtis Swift Purchased From www.saxsolos.com
& c 42Tenor Sax. ı16 ‰ œ œ œ œ œ# œ œ œ œn œ œ3 3 3 3 wC ı11
& 42 c 42 c
30
∑ ı8 ı8 Ó Œ œC œ œbBm Bb
& c
49
˙ Ó
Am
ı11 ı8 Œ rœ# .œ œ œb œ œ œ œ œ œ ≈3C 7
&
70
Ó ‰ œ œ œ œb œ œ œ œ rœ# œ œn jœ ‰ Œ Ó ‰ rœ# œ œ œ œ œ œ
&
73
˙ œb œ œ œ œ œ œ ≈
3
Ó ≈ œ œ œb œ œ œ œ œ œ œb œ œ œ œ œ œ .œb œ œ ‰
&
Ÿ
76
Ó ≈ .Jœ
œ œb œ
lower stack trill
œ œ .œ ˇ œb œ œ œ œ .œ Œ œ œ œ œb ≈ œ œ œ œ œ œ œ3
&
79
œ# ≈ œn ≈ œb œ œb œ œ rœ# jœ ‰ ‰ œ œ œ œb œ œ rœ# ˙ œ .œ œ œ# œn œb œ œ œ œ œ œb3
Bloody Well Right
www.saxsolos.com
2007
Tenor
John Helliwell
Supertramp
Best of
(1974) - Supertramp
produced by Supertramp
and Ken Scott
#35 US
Words and music by
Rick Davies and Roger Hodgson
Transcription by Curtis Swift, purchased from saxsolos.comtranscription #26
Tenor Sax solo by John Helliwell
Transcription by Curtis Swift Purchased From www.saxs los.com
Wor  Music by
Rick i  and Roger Hodgson
olo by John Hel iwell
Produced by Supertramp
 Ken Scott
t.sx
t.sx
t.sx
t.sx
t.sx
t.sx
Transcription #26
&
82
Rœ ‰ . ‰ rœ# jœ œn œ œ œb œ œ œ œ œ ˙ œ œ œ œ œb œ œ œ œ œ œ œ œn œ œ# œ
œ œ œn
&
85
œ œ œb œ œ œ œ ‰ Œ
œ œb œ œ œ œ œb œ œ œ œ œ œ ˙ Ó
2 Bloody Well Right
www.saxsolos.com
2007
t.sx
t.sx
& ###### cAlto Sax. ı21 ı13 Ó ‰ œ œ ≈ œ ≈ œD
#m .œ œ .œ œ œ œ œ Œ
G#m
& ######
37
Ó ‰ œ œ œ œœ œ œ œ3
D#m
.œ œ œ œ œ œ Œ
G#m
Ó ‰ œ œ ≈ œ œ
D#m œ œ œ œ ˙3 3E G
#m F#
& ######
41
‰ Jœ œ œ œ œ œ œ .œ œ œ œ3
A E
˙ Ó
F#
≈ œ œn œ œ œ œ œ œn œ œœ œ œ œ œ
œ œ3
& ######
44
˙ Ó ‰ . œ œn œ œ œ œ œ œ œ œ œ œ œ .œ œ Jœ ‰ Œ ‰ . rœ
& ######
47
œ œn œ# œ œ œ œn œ œ œ œ œ
œ œn3 3 .˙ Œ
B
ı43
Give A Little Bit
Alto
www.saxsolos.com
2005
John Helliwell
Supertramp Words and music by
Rick Davies and Roger Hodgson
#15 US, #29 UK
Produced by Supertramp
(1977) - Supertramp
Transcription by Curtis Swift, purchased from saxsolos.comTranscription #27
Alto Sax solo by John Helliwell Words and Music by
Rick Davies and Roger Hodgson
Solo by John Helliwell
Transc iption by Curtis Swift purchased from www.sax olos.com
a.sx
a.sx
a.sx
a.sx
& # cAlto Sax. ı4 ı11 ı11 ı18 ı11
& #
56
Œ
rœ œb œ œ œ œ œAm rœ œ œb œ œ œb œ œ œ œ œ
F Em
œ œb œ œ. œ œ œ œ Œ3
G
& #
59
‰ œ# œ œ œ ≈ œ œ œb œ œ ≈ œ œ œ
3F œ œ ≈ œb œ œ œ œ œ œ œ œ œ œ œ
F#o
& #
61
œb œ œ œ rœ œn œ œ œ ≈ Œ
Am rœb œn œ. œ œ œ œ œ œ œ œ.F Em Œ . J
œˇ
‰ . Rœ œ œ œ#
G
& #
64
œ ≈ œ ‰ œ œ œ œ œb
F œ œ œ œb œ œ œ
F#o œb œ œ œ œ œ œ œ ı2
& #
69
Œ rœ# œ œ œ Œ ∑ Œ œ œ# œ œ œ œ œ ı5 Œ rœ# œ œ œ Œ
& #
78
∑ Œ rœ# œ œ œ Œ ı9 ı9 Ó œb œ œ œA 7
The Logical Song
Alto
www.saxsolos.com
2005
John Helliwell
Supertramp
(1979)
Produced by Supertramp 
and Peter Henderson
Words and music by
Rick Davies and Roger Hodgson
#6 US, #7 UK
E flat Alto Sax solo by John Helliwell
Transcription by Curtis Swift, purchased from saxsolos.com
Transcription by Curtis Swift, purchased from saxsolos.com
Transcription #28
 a  M
 (1979) - Supertramp
Transcription by Curtis Swift Purchased From www.saxsolos.com
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
Solo by John Helliwell
& #
99
œb œ œ œ œ œ œ œ œb œ œ œ œ œ œ. ≈ œ œ Œ Ó
D 7
Œ œ. œ. œ. œ. œ. œ.
& #
103
œ. ‰ ‰ œ œ ‰ Jœb œ œ œÿ ‰ ˙ ı2
& #
107
‰ œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ3
A 7 œ ‰ ‰ œb œn œ œ. ‰
& #
Ÿ Ÿ Ÿ Ÿ
109
œ Jœ ‰ ‰ Jœb œn œ œ ≈ œ œn Œ Ó
Dm
‰ . Rœ œ œ œ#
A 7
Shake Triill w/ High E Side Key
œ œ œ Jœ ‰ œ œ·. ≈ œ
& #
113
œ œ œ œb œ œ œ œ œ œ œ œ œ œ
Dm
œ Œ Ó ∑ ‰ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ
A 7
& #
117
œ œ# œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ# œ œ œ œ œ œ œn œ œ œ œ œ œ œ œ ‰ œ Ó
Dm
& #
Ÿ Ÿ
120
œ Jœ ‰ Œ ‰ Jœ
A 7 œ œ# œ ‰ Jœ ‰ œ œ Jœ ‰ Œ ‰ J
œ
Œ
2 The Logical Song
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
a.sx
!!
& # 44Alto Sax.
wG C
Alto
œ œ. œb œ œ Jœ ‰
A -7 D 7 œ œ œ œ œ ˙G C œ œb œ œ œ œ œ œA
-7 D 7
& #
5
œ œ œ œ ≈ œ œ ‰ Jœ
G C .œ œ œ œ œ ‰ Jœ
A -7 D 7 œb œ œ œ œ ≈ œG C
& #
8
œ œ œ œ ≈ œb œ œ jœ ‰3
A -7 D 7
ı16 ı16 ı17 ı32
& #
90
Œ ‰ . Rœ œ œ œ œ
C
Tenor
rœ# œ œ œn ˙ ∑
B 7
Œ œ œ œ œ œ œ
C
& #
94
rœ# œ œn œ ˙ w
B 7
w
C
w w w
& #
100
œ œ œ. rœ# œ œn œ œ
G C
œ œ œ œ ‰ jœ
A -7 D 7
œ œ œ. œ œ œ œ
G C
œ œ œ œ œ œ œ œ
A -7 D 7
& #
104
œ œ œ œ œ ‰ œG C œ œ œ œ ‰ Jœ
A -7 D 7 œ œ œ œ œ œ œG C œ œ œ œ œ œA
-7 D 7
It's Raining Again
www.saxsolos.com
2011
All Parts
Alto
John Helliwell
Very Best of Supertramp
(1982) - Supertramp
Words and music by Rick Davies 
and Roger Hodgson
Produced by Supertramp
and Peter Henderson
NB. Helliwell begins this recording on alto saxophone and switches to tenor for his solo.
The transcription is continued on the next page in the correct key for the tenor sax
Transcription by Curtis Swift, purchased from saxsolos.comTranscription #29
Alto and tenor saxophone solos by John Helliwell
#11 US, #26 UK
& 44Tenor Sax
wC )
Alto
œ œ. œb œ œ Jœ ‰
D-7 G 7 œ œ œ œ œ ˙
C ) œ œb œ œ œ œ œ œ
D-7 G 7
&
5
œ œ œ œ ≈ œ œ ‰ Jœ
C ) .œ œ œ œ œ ‰ Jœ
D-7 G 7 œb œ œ œ œ ≈ œC ) œ œ œ œ ≈ œb œ œ Jœ ‰
3
D -7 G 7
&
9
ı16 ı16 ı17 ı32 Œ ‰ . r œ œ œ
)
Tenor
&
91
rœ# œ œ œn ˙ ∑
( 7
Œ œ œ œ œ œ œ
)
rœ# œ œn œ ˙ w
( 7
&
96 w
)
w w w œ œ œ
. r# œ n œ œ
C )
&
101
œ œ œ œ ‰ jœ
D-7 G 7
œ œ. œ œ œ œ
C )
œ œ œ œ œ œ œ œ
D-7 G 7 œ œ œ œ œ ‰ œC )
&
105
œ œ œ œ ‰ Jœ
D -7 G 7 œ œ œ œ œ œ œ
C ) œ œ œ œ œ œ
D-7 G 7 .œ Jœ ˙
C )
It's Raining Again
www.saxsolos.com
2011
All Parts
Tenor
John Helliwell
Very Best of Supertramp
Solo by J hn He liwell
NB. Helliwell Changes to Tenor Sax 
Transcription #29
Words and Music by Rick Davies
and Roger Hodgson
Transcription by Curtis Swift Purchased From www.saxsolos.com
&
109
œ œ œ œ œ œ œ œ œ œ3
D-7 G 7
œ œ œ œ ˙
C )
‰ œ œ œ œ œ
D-7 G 7 .œ Jœ ˙
C )
&
113
‰ œ œ œ œ œ œ œ œ œ
3
D-7 G 7
œ œ œ œ Jœ. ‰
C )
‰ œ œ œ œ œ .œ œ
D-7 G 7 .œ Jœ ˙
C )
&
117
œ œ œ œ œ œ œ
D -7 G 7
Œ ‰ Jœ
˙C ) œ œb œ œ œ œ œ œ œD-7 G 7 .œ J
œ ˙C )
&
121
œ œ œ œ œ œ œD -7 G 7 œ œ œ œ œ œ œ Jœ ‰
C )
‰ œ œ œ œ œ œ œ
rœ# œD-7 G 7 œ rœ# Jœ ‰ œ œ ≈ œ
C )
&
125
œ œ œ œ œb œ œ Œ3
D-7 G 7 rœ# Jœ ‰
rœ Jœ ‰ œ œ œ
C ) œ œ œ œ œ œ Ó3
D-7 G 7
&
128
rœ# Jœ ‰
rœ Jœ ‰ œ œ ≈ œ
C ) œ œ œ œ œb œ œ Œ3
D-7 G 7
2 It's Raining Again
www.saxsolos.com
2011
3
& b 812Alto Sax Œ . œ Jœ œ œ œ .œn .œ œ œ œ Jœ œ œ œ Œ Jœ
F œ œ œ œ Jœ .œ œ Jœ
Gm7 C7
& bA. Sx.
4
œ œ œ œ œ œ Jœ œ Œ Jœ
F œ Jœ Jœ œ œ œ œ .œGm7 C7 œ Jœ œ œ œ Jœ œ œ œ œ. ‰ œ
F
& bA. Sx.
7
œ Jœ œ Jœ .œ ‰ . .Jœ
AbBm7 C7
œ jœ jœ œ .œ œ Jœ
A7 œ œ œb Jœ œn . Jœ œ Jœ ‰ œ œ
Dm7
& bA. Sx.
10
œ Jœ .˙ Œ Jœ
Gm7 œ Jœ œ œ œ Jœ œ Jœ œ œ œ
Dm7 œ Jœ œ œn œ Jœ .œ Œ Jœb
Gm7
& bA. Sx.
13
œ Jœ œ Jœ œ Jœ ‰ œ œ
Dm7 œ Jœ œ Jœ .œ Jœ ‰ ‰
Gm7 œ Jœ œ Jœ œ Jœ œ JœC sus C7
& bA. Sx.
16
œ Jœ œ Jœ .œ œ œ œbC7sus C7 .˙ œ œ œ œ œ œF œ Jœ œ Jœ .œ Œ Jœ
Gm7 C7
& bA. Sx.
19
œ Jœ Jœ œ œ œ .œ ‰ œ œ
F œ Jœ Jœ œ .œ .œ
Gm7 C7
‰ œ œ œ œ œ ‰ œ œ Jœ .œ
F
My Kind of Lady (1983)- Supertramp
©
Sax Solo by John Helliwell
FADE
3.09
4.14
produced by Supertramp
and peter henderson
#31 US Words and music 
by Rick Davies &
Roger Hodgson
transcription #30
Words and Music
Solo by John Helliwell
Transcription #30
Produced by Supertramp
and Peter Henderson 3.09
& ## 44Alto Sax ∑
Bm
‰ .œ œ œ œ œ .œ œ œ œ Jœ œ Jœ
E œ œ œ œ œ~ ~
& ##A. Sx.
5
˙ œ œ œ œ œ œ
G .œ œ œ œ œ œ œ ∑
Em
∑
F#Bm/F# wBm .œ Jœ œ œ~
& ##A. Sx.
11
œ œ œ œ œ œ .œE Œ . Jœ œ œ œ œ œ œ œ œ Œ . Jœ
G œ œ œ# œ œ œn œ œ ∑
Em
& ##A. Sx.
16
œ œ œ œ œ œBm/F
# F# œ œ œ œ œ œ œ œ Œ Œ œ œ
Bm œ œ œ œ œ œ œ œ
& ##A. Sx.
20
Œ œ œ œ œ œ œ
E œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰ œG œ œ œ œ œ œ œ œ
& ##A. Sx.
24
.œ œn œ œ œ ˙Em ‰ œb œn œ ˙
Bm/F# F# Jœ .œ œ œ œ œ œ œ œ
Bm
.œ œ œ œ œ œ œ œ œ Œ
& ##A. Sx.
28
‰ œ œ œ œ œ œ œ
E œ œ œ œ œ ‰ œ œ œ œ œ œ œ
G œ œ œ œ Œ jœ
& ##A. Sx.
32
˙ jœ œ œ œEm œ œ œ œ œ œ œbBm/F# F# œ œ œ œ œ œBm Jœ œ Jœ œ œ œ
Long Is The Road (Paroles) (1984) - Jean Jacques Goldman
©
Alto Sax Solo by John Helliwell
3.20
VOCAL RE-ENTRY
+ palm key shake
#6 France
words and music by
Jean Jacques Goldmanproduced by
Jean-Jacques Goldman
Marc Lumbroso
Transcription #31
Words and Music by
ea  a e  o an
Produced by 
Jean-Jacques Goldman
and Marc Lumbroso
Solo by John Helliwell
& ##A. Sx.
36
.œ œ œ œ œ œ œ œE œ œ œ œ jœ ‰ œn œ œ Œ Œ
.˙G œ œ œ œ œ œ œ œ œ œ œn œ œ3
& ##A. Sx.
40
Œ œ œ œ œ jœb œn
Em
Long Is The Road (Paroles) (1984) - Jean Jacques Goldman2
fade4.44
& 44Alto Sax .˙ œ œ œ œ
Am Jœ .œ ˙
/G œ œ œ œ œ œ œ œ
FMaj7
œb œ œ œ œ.
Em7
~~~
&A. Sx.
5
Œ .œ œ œ œ œ œ
Am œ œ œ œ œ œ œ
CMaj7
œ œ œ œ œ œ œ œ
FMaj7 Jœ œ Jœ œ œ œDm7 Em7
&A. Sx.
9
œ Œ ‰ œ œ œ
Am7 A7 œ œ œ œ ˙Am7 œ œ œ œ œDm7/F œ Jœ œ œ Jœ ‰3
G#
‰ œ œ œ œ œ œ
Am
&A. Sx.
14
œ œ œ œ œ ‰ Jœ
C œ œ œ œ œ œ œ œFMaj7 .œ œ œ ˙E
Heart Don't Change My Mind (1992) - Diana Ross
©
Alto Sax solo by John Helliwell
2.46
3.15
#31 UK
words and music by
Robbie Buchanan and 
Diane Warren
produced by Peter Asher
Transcription #32
Produce  Words and Music by
Rob ie Buca a an and
Diane War en
Solo by John Helliwell
& ###### cTenor Sax. ı12 ı18 ı24 ı9 ı9
& ######
73
ı16 ı7 Ó Œ œ œ3B wD#m ˙ œ œ œ3G#
& ######
99
.˙ œ œ
B ˙ Œ œ œ3
D#m w œ œ œ œ ˙G#
& ######
103
œ œ œ œ .œ œ œB wD
#m
Œ œ
œ œ œ œ3 .œ œ œ œ œ œG
#
& ######
107
Œ œ
œ .œ œ œ3B wD#m Œ œ
œ œ œ œ3 ˙ œ œn œ œ œG
#
& ######
111
œ œ ˙ œ œB œ œ œ ‰ œ œ œ œ œ œ
D#m œ ≈ œ Œ ‰ œ œ œ œ œ œ
& ######
114
œ œ œ œ œ Œ œ œ œ ≈
G# œ œ œn œ œ œ œ œ œ3B
Rio
www.saxsolos.com
2008
Tenor
Andy Hamilton
Duran Duran
#2 UK, #1 AUS, #14 US
(1982 UK*) -Duran Duran
Produced by 
Colin Thurston
Tenor sax solo by Andy Hamilton
NB. Hamilton believes he probably recorded this down a tone.
*Released 1983 in the US
Transcription by Curtis Swift, purchased from saxsolos.com
Words and music by
Simon Le Bon, John Taylor, 
Roger Taylor, Andy Taylor 
and James Bates
Transcription #33
Rio (1982 UK*) -Duran Duran
s and Music by
scription by Curtis Swift purchased from www.saxsolos.com
. amilton Beli ves he Recorded This Down a Tone
t.sx
t.sx
t.sx
t.sx
t.sx
t.sx
Solo by Andy Hamilton
& ######
116
œ œ œ œ œn œ œ œ œ œ œn œ œ œ œ œ
D#m
˙ Œ œ œ œ œ œ
œ œ œG
#
& ######
119
œ œ œ œ œ œB wD
#m w w
ı18
& ######
141
ı28
2 Rio
www.saxsolos.com
2008
t.sx
t.sx
t.sx
& ##### 44Soprano Sax
Ÿ~~~~~~~~~~~Œ .˙
C#m .˙ œ œ w
G#m/B
∑
A
jœ œ Jœ .œ J
œC#m
& #####S. Sx.
6
.˙ Œ .œ Jœ
˙G#m/B œ œn œ œ œ œn œ œ ˙
A ˙ Jœ œ# Jœ
C#m œn œ œ ˙~~
& #####S. Sx.
11
œ .œ ˙ œG
#m/B œ .˙
A œ œ œ œ ‰ œ ‰
C#m œ œ œ œ œ œ ‰ œ œ ˙ ˙
G#m/B~ ~ ~~
& #####S. Sx.
16
.˙ Œ
A
Union of the Snake (1983)- Duran Duran
©
Soprano Sax solo by Andy Hamilton
2.25
dopler something?
solo refers directly to fills elsewhere in song
2.58
words and music
by Duran Duran
#3 US, #4 UK
Produced by
Ian Little &
Alex Sadkin
#3 US, #4 UK
transcription #34
W s and M icSolo by Andy Hamilton
T cription #34
& ##### 44Alto Sax Œ ‰ œ œ œ .œ Jœ3
E œ œn œ Jœ ‰ œ Jœ ‰3
F#7 Jœ ‰ œ ≈ œ œ œ œn œ
B
& #####A. Sx.
4
œ œ œ œ œ Œ ‰ œ œ œ œ œ œ
E
‰
jœn Jœ# ˙ œ œF
#7~~
& #####A. Sx.
7
œ œ œ œ œ œ Jœ ‰
B Jœ œn Jœ œ œ œ
I'm Your Man (1985) - Wham
Words and music 
by George Michael
Transcription #35
#6 US, #7 UK
©
Alto sax solo by Andy HamiltonProduced by George Michael
extracted from transcription by Curtis Swift, Purchased from saxsolos.com
2.12 End solo
1.57 solo
Solo by Andy Hamilton Words and Music 
by George Michael
Extra te  Fro  Tra ription by Curtis Swift Purchased From www.saxsolos.com
& bbb 44 86Tenor Sax. ı12
Freely
ı8
a Tempo
ı32 ı9 ı32
& bbb
94
ı9 ı16 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ3 3 3 3 3 3Bb- œ œ œ œ œ œ œ œ œ3C-
& bbb
121
œ œ œ œ œ œ œ œ rœ jœ3
Bb-
.œ ‰ . œ œ œ œ3
C- œ œ œ œ œ œb œ œ œ œ œ œ œ œ œ œ3 3 3 3 3
Bb-
& bbb
124
œ œ œ œ œ œ œ œ œb œ œ œ œ œ œ œb3 3 3 3 3
C- œ œ œn œ ‰
F
≈ œ œ œ# œ œn œ œ œ œ
& bbb
127
œ œ œ œ œ œ .œ œ œ œ
Bb- œ œ œ œ .œ3C
-
‰ . œ œ œ œ œ œ œ œ
Bb- œ œ œ œ ‰
C-
& bbb
131
œ œ œ œ œ œ œ œ œ œb œ œ
Bb- œ œ œ Œ .
C-
‰ . .jœ œ œn œ œ œ
F
œ œ œ œ œ œ œ œ œn œ œ
& bbb
135
œ œn œ œ œ œ œ œn œ œ œbD
- œ œ œ œ œ œ œ œ ‰3
Bb7 œ œn œ œ œ œ œ œn œ œ œbD
-
Cowboys and Angels
www.saxsolos.com
2010
Tenor
Andy Hamilton
George Michaels
Listen without Prejudice Words and music
by George MichaelProduced by 
George Michael
#45 UK, #15 Ireland, #15 Holland
(1991)-George Michael
5.42 - solo
Transcription #36
tenor sax solo by Andy Hamilton
transcription by Curtis Swift, purchased from saxsolos.com
o  a d Music
by e ichael
Tra iption by Curtis Swift Purchased From www.saxsolos.com
Solo by Andy Hamilton
t.sx
t.sx
t.sx
& bbb
138
œ œ œ œ œ œ œ œ ‰3
Bb7 œ œn œ œ œ œ œ œn œ œ œbD
- œ œ œ œ œ œ ‰
Bb7
ı2
& bbb
143
‰ œ œ œ Jœ œ
A 7(#5) œn œ œ œ .œD- .˙
2 Cowboys and Angels
www.saxsolos.com
2010
7.01 - end solo
& # 44 ∑ ı8 ı8 ı38 ı21
& #
77
Ó ‰ Rœ ≈
jœ# œF#- B 7 jœb ˙n ‰ Rœ ≈
jœb œn œbE- ˙ ‰ Rœ ≈
jœ œb œ
& #
80
œ œ œ ≈ œ œ œ ˙ Œ œ œ œ œ œ œ œ œ œ œ œ jœb œn œ œ œ œ œb
& #
83
Œ jœb œ jœ œ jœ œ œn œ œ jœb œn œ œ œ œ œ œ œ œ jœb œn œ œ œ œ œ œ œb
& #
85
˙ jœb œn œ œ
jœb œn œ œ wE- œ Œ Ó
E ø
∑
E- 11
& #
89
œ
‰ Jœ Œ jœb œn ≈ œb œ
E 7
œ .œ jœb œn ‰ Jœ œ
C
≈ œ œ œ Jœ ‰ Ó ı3
& #
95
ı26
Change
www.saxsolos.com
2013
Tenor
Snake Davis
Lisa Stansfield Biography
Words and music by Lisa Stansfield, 
Ian Devaney and Andy MorrisProduced by Ian Devaney and Andy Morris
(1991) - Lisa Stansfield
#10 UK, #27 US
2.55 - solo
3.14
transcription #37
tenor sax solo by Snake Davis
transcription by Curtis Swift, purchased from saxsolos.com
Solo by Snake Davis
Transcription by Curtis Swift Purchased From www.saxsolos.com
Words and Music by Lisa Stansfield,
Transcription #37
& bbb 44Tenor Sax. ∑
Eb Bb/D
Ó ‰
œ œ œ œ œ œ3 3C 7 .œ Jœ œ œ rœb œ ≈
F -7
& bbb
4
˙ ‰ œ œ œ
. jœ# .œBb7sus4 .œ Jœ œ œ jœb œE
b Bb/D œ œ jœ# œ œ ≈ œ œ œ œ œ œ œ
C 7
& bbb
7
œ œ œ œ œ Œ jœ# œ œ œ3 3
F -7 œb œ œ œ œ œ œ œ œ ‰ œ œ œ ≈
jœ# œ3Bb7sus4
& bbb
9
œ œ œ œ œ œ œn œb jœ# œ jœ œ œ œ œ
3
3
Eb Bb/D
jœn œ œb œ œ ‰ œ œ œ
jœ# œ jœ œ
3 3
3C 7
& bbb
11
jœ# œ œ œ ≈ œ
œn œ œ œ œ œb œ œ œ3 3F -7 œ œb œ œ œ œ ≈
.
J
œ œ œ3Bb7sus4 œ ˇŒ Ó
Eb
& bbb
14
ı17 Ó œ .œ œbE
b Bb/D œ œ œ œ œ œb œ œ œ3C 7~~~~
& bbb
33
œb œ œ œ œ œ ‰ jœ œn œ œ jœb œn œ3 3 3
F -7 œ jœb œn œ œ œ œ Jœ
œ œ jœb œn3 3 3Bb7 œ Œ Ó
Eb
A Million Love Songs
www.saxsolos.com
2011
Tenor
Snake Davis
Take That
Never Forget
(1992) - Take That
#7 UK
Produced by Billy Griffin
and Ian Levine
Words and music
by Gary Barlow
Transcription by Curtis Swift, purchased from saxsolos.comTranscription #40
Tenor sax solo by snake davis
38 Transcription by Curtis Swift Purchased From www.saxsolos.com
Solo by Snake Davis Words and Music
by Gary Barlow
& bbb
36
ı17 jœb ˙n jœb œn jœb œnE
b œ œ œ œ jœb œn rœb œn œ jœb œn œ3
Ab/Eb
& bbb
55
œ œ œ œ œ œ œ œ œ œ œ œ3 3 3B
b œ œ œ œ .œ œ œ3E
b/Bb Eb
ı2 Ó œ œ œ œ œ œ3 3
& bbb
60
jœb œn jœb œn œ œ œ œ œ ≈ œF
-7 œ œ œ œ œ œ jœb œn œ œ œ œb œ ≈3 3 3
Bb7sus4
& bbb
62
jœ œb œ œ œ œ œ œ Jœ ‰ ≈ œ œ œ jœ# œn
Eb
≈ œ œ œ œ œ œ œ œ œ œ
œ œ3
& bbb
64
œ œ œ œ œ œ ≈ œ œ œ œ3 3 3
F -7 œ œb œ œ œ œb œn œ œ œ ≈ ‰ jœb œn œ œ œ œ œ3
Bb7
& bbb
66
œ jœb œn œ œ Ó3
Eb
2 A Million Love Songs
www.saxsolos.com
2011
& 44Alto Sax œ œ œ œ œ Ó
Am œ œ œ œ œ Ó œ œ œ œ œ Ó œ œ œ œ œ œ œ œ Œ
&A. Sx.
5
œ œ œ œ œ Ó œ œ œ œ œ Ó œ œ œ œ œ Ó jœ œ œ œ œ œ Ó
&A. Sx.
9
‰ Jœ œ œ œ Jœ ‰ Œ
Am
≈ .Jœ œ œ œ œ Jœ ‰ Œ ‰ Jœ œ œ œ œ œ œ œ œ jœ œ œ œ .œ œ Œ
&A. Sx.
13
‰ œ œ œ Jœ# ‰ œn Jœ3 œ œ œ œ œ œ œ œ œ œ œ œ
jœ ˙
3 ‰ Jœ# œ œ œ œ œ œ œ œ œ
&A. Sx.
17
œ œ œ œ œ œ Œ
Moving On Up (1993) - M PeopleProduced by
M People
©
E Flat Alto Sax solo by Snake Davis
Words and Music By
Mike Pickering & Paul Heard
2.10
2.26
3.12
3.29 (echo)
#34 US #2 UK
NB. This solo sounds like Maceo Parker
transcription #38
SOLO 1
Solo 2
#39T a iption #39
So o by Snake Davis
Words and Music by
Mike Pickering & Paul Heard
& 44Soprano Sax Ó ‰ œ œ œ
C . .˙ Jœ
F/C œ œ œ Jœ œ Jœ
C
Jœ œ ‰ Ó
F/C
&S. Sx.
5
Ó . ‰ jœ œœ œœ≈œ≈œ Jœ ‰Œ
C
œœ≈œ œœ≈œœ≈œ œœ≈
F/C
Ó ‰ jœ œ œ œ œ
C
Ó ‰ œ œ Œ
F/C
Search for the Hero (1995) - M People
©
B flat soprano sax solo by Snake Davis
1.26
1.36
2.572.47
#9 UK, #37 AU
words and music by
Mike Pickering and paulHeard
produced by M People
Nb. Jan Garbarek style sound on soprano.
transcription #39
solo 1
solo 2
40T ip io  # 0
Produced by M People Solo by Snake Davis Words and Music by
Mike Pickering & Paul Heard
& ## 44Tenor Sax ∑U ı4 ı3 Ó . . Jœ œ
%
œ œn œ œ œD
& ##T. Sx.
11
œ œ œn œ œ œF
#m/C# œ œ ˙nBm œ œ œ œ œ œ Jœ ‰
G
∑
D œ œ œ œ .œ œ œF
#m/C#
& ##T. Sx.
16
œ œ œ .œ œn œ œ Jœ ‰
Bm
∑
G D œ œ jœn œ# œ œ œ œ Jœ œ Jœ œ œ œ œ œ œF
#m/C#
& ##T. Sx.
20
∑
Bm
∑
G jœ ˙ œ œn œ œ œ œD œ œ œ œF#m/C# ˙n ˙#ì
Bm
& ## 42 44T. Sx.
25
œ œ œ œ œ œ œ œ Jœ ‰3
G
∑ œn œ œ œ œ œ œ œ œ œ
D
& ##T. Sx.
28
œn œ œ œ œ œ œ œ œ# œ œ œ œ3
F#m/C# œn œ œ œ œ œ œ œ œ œ
Bm œ œ œ œ œ œn œ œG
& ##T. Sx.
31
œn œ œ œ œ œ œ œ œ œ
D œn œ œ œ œ œ œ œ œ# œ œ œ œ3
F#m/C# œn œ œ œ œ œ œ œ œ œ
Bm
& ## 42 44T. Sx.
34
œ œ œ œ œ œn œ œG
œ œ jœn œ# œ œ œ œ œn œ œ œ œ œ œ œ œ œ
D
Jubel - Kinglande
Produced by Kinglande
©
B Flat Tenor Sax solo by Snake Davis
words and music by 
Cedric Steinmyller & Edgar Catry
lipped down
#3 UK, #3 AU
growl
(earlier phrase at double speed)
TRanscription #41
Jubel - K ingande (2013)
*Artifically Constructed Solo 
From Collection of Loops by Snake Davis
Words and Music by
Cedic Steinmyller & Edgar Catry
Transcription #41
& ##T. Sx.
37
œn œ œ œ œ œ œ œ œ# œ œ œ œ3
F#m/C# œn œ œ œ œ œ œ œ œ œ
Bm œ œ œ œ œ œn œ œG
& ##T. Sx.
40
œn œ œ œ œ œ œ œ œ œ
D œn œ œ œ œ œ œ œ œ# œ œ œ œ3
F#m/C# œn œ œ œ œ œ œ œ œ œ
Bm
& ##T. Sx.
43
œ œ œ œ œ œn œ œG ∑
D
∑
F#m/C#
Ó Œ ‰ J
œBm .œ Jœ œn œ œ œ
G
& ##T. Sx.
48
∑
D
∑
F#m/C#
∑
Bm
∑
G
∑
D œ .œ œ œ œ œF#m/C# ∑
Bm
& ##T. Sx.
55
∑
G
∑
D
∑
F#m/C#
∑
Bm
∑
G
∑
D
∑
F#m/C#
∑
Bm
& ##T. Sx.
63
∑
G
∑
D
∑
F#m/C#
∑
Bm
Ó Œ ‰ Jœ
G
Jubel - Kinglande2
fine
DS
& ## 44Tenor Sax œ œ œ œ œ# œ œ# œ œn œ#3 œ# œ# œ œ œ œ# œ
& ##T. Sx.
Ÿ~~~~~~~~~~~~~~~~~~~~
3
œ œ œn œ# Jœ ‰ Œ Ó
& ## nnbbbT. Sx.
5
jœ œ œ# œ# œ Œ ∑
& bbbT. Sx.
7
œ œ œ œ œ œ .œ Jœ œ œ œ œ œ œ œ œ Œ
& bbbT. Sx.
9
Ó Œ œ œ œ œ œ œ œ jœ ‰
Snake Davis Stock Phrases - Played At Interview
©
(From Search For a Hero)
Transcription #42
& ## 44Tenor Sax Œ œ œ œ ≈ œ œ œ œ œ
D
Ó œ œ œ œ œ Jœ ‰ œ œ œ œ œ œ œ œ œ
A
Ó œ œ œ œ
& ##T. Sx.
√
5
Jœ ‰ œ œ œ œ œ œ œ œ
D
Ó œ œ œ œ œ œ ‰ œ œ œ œ
A œ ‰ ‰ œ Jœ .œ
& ##T. Sx.
√
9
.˙ Jœ ‰
Em
œ Jœ ‰ œ Jœ ‰ œ Jœ ‰ œ Jœ ‰
Bm
œ Jœ ‰ ‰ œ œ œ
& ##T. Sx.
√
13
œ œ œ œ œ œ
G
œ Jœ ‰ ‰ œ œ œ œ œ œ œ ‰ œ
A w
Barbados (1985)- 'The Models'
©2016
B Flat Tenor sax solo by James Valentine
words and music by
James Freud and Andrew Duffield
#2 Aus
produced by
Nick Launay, Reggie Lucas, 
and Mark Opitz
transcription #43
Solo by J me  Valentine
Transcription #43
#2 AU
Wor   Mu i  
Produced by
& ###### 44Tenor Sax ‰ œ œ œ œ œ œ# œ
A#m .˙ Œ Œ œ .œ œ œ
D#m .œ œ œ œ Œ
& ######T. Sx.
5
Œ œ œ œ ‰ Jœ
A#m œ œ œ Ó ‰ œ œ œ# œ Jœ ‰
D#m
‰ œ œ œ# œ œ œ
& ######T. Sx.
9
.œ Jœ œ œB Œ œ œ œ œ œ œn œ œ œn
F# œ œn œ œ œ œ
& ######T. Sx.
13
‰ œ œ œ œ œ œ
B ˙ œ œ Œ œ œn œ œ
F# œ œ Œ œ œ ˙ Ó
Nobody But You (1990)
- Absent Friends feat. Wendy Matthews
©
b flat tenor sax solo by James Valentine
#4 Aus
produced by
Sean Kelly and Garry Beers words and music
by floyd kelly
transcription #44Transcription #44
#4 U
Pro  
Words and Music
by Floyd Kelly
& 44Soprano Sax ∑
Am9 œ Œ œ œ œ ˙ Œ ‰ jœ Jœ Œ œ œ ‰ .œ Œ ‰ Jœ Œ œ œ
&S. Sx.
6
Œ ‰ Jœ ‰ œ œ œ œ ‰ ‰ œ œ œ œ œ œ œ œ œ œ œ# œ3 ˙ Œ œ# .œ œ œ Jœ ‰ œ
&S. Sx.
11
Jœ ‰ ˙ Œ .œ# œ œ Jœ ‰ œ œ ‰ jœ ˙ œ œ œ œ# œ œ œ œ œ œ œ œ# œ œ œ
&S. Sx.
15
œ œ œ œ œ œ œ# Ó Ó
˙ w w
Fortress Around Your Heart (1985)- Sting
Produced by sting and peter smith words and music by sting
©2016
b flat soprano sax solo by branford marsalis#8 US
3.55
4.30
nb. this solo takes place on outro
*fades
transcription #45Transcripti  5
Wo M i StiProduced by Sting and Peter Smith
& #### 44Soprano Sax.
œ œ œ œ œ œ œ œ œ œ œ œ
(swung!)C#m
œ œ œ œn œ# œnsax solo (double x swing)
C#m7/F#
œ œ œb œn œ
B
& ####S. Sx.
4
‰ œ œ œ œ œn œ# œn
C#m7
œ œ œ œ œ Œ
jœb œn œ œ œn ‰ œ#
F#m7 œn ‰ œ œ œ œ œ# œn
B
& ####S. Sx.
8
œ œ œ œ ˙
C#m
‰ œ œ œ œ œb œn œ œ œ œ œ œ œ œ œ œ
F#m7 œ œ œn œ œ œ œ œ
B
& ####S. Sx.
12
œ œ œ œ œ œ œb œn
C#m œ œ œ œ œ œ œ œ œ œ œ œ œ œ
F#m7
œk œv
œ- œ^B
& ####S. Sx.
16
‰ œ œ œ Jœ ‰ œ œ œ3
C#m œ œ œ œ œ œ œ œ œ œ œ œ œn ˙ Ó
original tempo (drum solo)
& ####S. Sx.
19
Œ œ œ œ œ
C#m7 B
œ œ Œ Œ
F#m7 B
‰ jœn œ# jœ Œ . jœn Jœ#
C#m7 B œ œ Œ œn œ# œ jœ ‰
F#m7 B
& ####S. Sx.
23
‰ œ Jœ œ ≈ œ œ œ
C#m7 B
Jœ œ œ œ œ œ œ œ œ
F#m7 B œ œ œ œ œ œ œ œ œ
C#m7 B œ .œ œ œ œ œ œ œ œF
#m7 B
Englishman in New York (1987) - Sting
Words and Music 
by Sting
B Flat Soprano saxophone solo by branford marsalis
#54 Uk, #9 holland
Produced by
Sting and Neil Dorfsman
jazz solo ends.
a cappella solo to end reccording
#54 UK, #9 Holland
Words and Music
by Sting
Solo by Branford Marsalis
Transcription #46
& ####S. Sx.
27
œ œ œ œ œ œ œ œ Œ
C#m7 B œ œ jœn œ# ˙F#m7 B œ œ œ œn œ œ œ œ œ œ
C#m7 B œ œ œ œ œ .œ Jœ
F#m7 B
& ####S. Sx.
31
.œ Jœ jœ .œn jœ
C#m7 B
w
F#m7 B
‰ œ œ œ œ œ œ
C#m7 B œ œ œ œ œ œ œ œ
F#m7 B
œ œ œ œ .œ jœ
C#m7 B
& ####S. Sx.
36
˙ Ó
F#m
2
& b 44Tenor Sax
wFMaj9q = 94 œ œ œ œ œ œ œn œ œ œ3Am7 Em7 Œ Œ ≈ œ œ œ œ œ
Gm7
& bT. Sx.
4
œ œ œ œ œ œ œ œ œ œ œ œ3B
b/C œ Œ œ œ œ œ œ œ œ
FMaj9 .œ œ œ œn œ œ œ3Am7 Em7
& bT. Sx.
7
œ œ œ œ œ œ œ œ œ œGm7 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
Bb/C œ Œ Ó
I Love Your Smile (1991) - Shanice
#2 US, #2 UK
©2016
b flat tenor sax solo by branford marsalis
words and music by     
Jarvis La Rue Baker, Sylvester Jackson, 
Narada Michael Walden, Shanice Wilsonslight sixteenth swing feel
*sax also plays on fade whilst vocals continue but it is the last thing heard 
3.11
2.50
produced by Narada Michael Walden
transcription #47Transcription #47
Words and MP ced by Narad  Michael Walden
#2 US, #2 UK
Solo by Branford M rsalis
Sax Also Plays on Fade but Vocals Continue
& ### 44Alto Sax Ó ‰ œ œ œ
F#m œ œ œ œ œ œ œ œE œ œ œ œ Jœ ‰
D
‰ Jœ .˙
E
& ###A. Sx.
5
œ œ œn œ œ œ. œ œ.F
#m œ œ œ œ œ œ Jœ ‰
E œ ‰ œ ‰ œ Jœ. ‰
D
Œ Jœ ‰ œ œ œ
E
& ###A. Sx.
9
œ Œ Ó
F#m
Young Americans (1975) - David Bowie
words and music 
by David Bowie
transcription #48
#2 UK, #9 US
Produced by Tony Visconti, 
Harry Maslin and David Bowie
©
alto sax solo by david sanborn
Taken from a transcription by Curtis Swift, purchased from saxsolos.com
Solo begins at 2.15
end solo 2.28
W   M i
by David Bowie
Solo by David Sanborn
T i ion #48
Extracted from a Transcription by Curt s Swift Purchased from www.saxsolos.com
& #### 44Alto Sax ≈ .Jœ
ÿœ- œ. ≈ .Jœ> œ- œ.
E B/D#
Œ ≈ Jœ^ ≈ œ- .œn> œ- œ-
C#m
œ- œ- œ#- œ- œ- œ. œn> œ- œ> œ- œ> œ
3 3 3 3
B7 Bb7
& ####A. Sx.
4
œí œ^ ‰ œ^ œ- .œn> œ œ œ
3
A B7
œ ÿœ^ ‰ œ^ ≈ .Jœ
í Jœ^ ‰
3
E B/D#
≈ .Jœí œ- .œn- œ- œ- œ- œ.
C#m
& ####A. Sx.
7
‰ œ
í œn ÿ œ> œ ‰ J
œn>B7 Bb7 œ œ> œ> œ> œ œ. œn- œ œ
A B7
œí Œ Ó
E
How Sweet It Is (to Be Loved By You) (1975) - James Taylor
words and music by 
Holland, Dozier & Holland
transcription #49
©
E flat alto sax solo by David Sanborn#3 US, #49 UK      
Produced by Lenny Waronker 
and Russ Titelman
forked key
taken from Eric Morones transcription in 25 Great Sax Solos 
Words and Music by
Holland, Dozier & Holland
So o by David Sanborn
Transcription #49 Copy o  Eric Morones’Transcription in 25 Great Sax Solos
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The Peeper (1990) - Night Music
By Hank CrawfordLive Performance From
Night Music Tv Show Solos by Hank Crawford and David Sanborn
Transcription #50
high e shake
[Crawford]
[Sanborn]
Extracted From Transcription by Curtis Swift Purchased From www.saxsolos.com
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The Peeper (1990) - Night Music2
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Yakety Yak (1958) - The Coasters
Words and Music by Jerry
Leiber and Mike Stoller
Transcription #51
#1 US
Produced by Jerry Leiber
and Mike Stoller
Solo by King Curtis
Transcription Copied From Eric Morones 25 Great Sax Solos
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Charlie Brown (1958) - The Coasters 
words and music by Jerry
Leiber and Mike Stoller
transcription #52
#2 US
produced by Jerry Leiber
and Mike Stoller
©
tenor sax solo by King Curtis
extracted from a transcription by curtis swift, obtained from saxsolos.com
Solo by King Curtis
Words and Music by Jerry
Leiber and Mike Stoller
Produced by Jerry Leiber
and Mike Stoller
Tr io  #52 Extracted From Transcription by Curtis Swift Obtained From www.saxsolos.com 
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Memphis Soul Stew
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King Curtis
Instant Soul
Tenor(1967) - King Curtis
tenor sax solos by King Curtis by King Curtis
Produced by
Tommy Cogbill
transcription by curtis swift, obtained from saxsolos.comTranscription #53
#33 US
Solo by King Curtis
Transcription by Curtis Swift Obtained From www.saxsolos.com
Memphis Soul Stew (1967) - King Curtis 
and The Kingpins
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Shotgun (1965) - Junior Walker
Transcription copied from Eric Morones book '25 Great Sax Solos'Transcription #54
#4 US
Produced by
Berry Gordy
B Flat Tenor Sax Solo by Junior Walker
by Junior
Walker
Flutter tongue flutter tongue
flutter tongue
SOLO
INTRO
1.17
Transcripti C pied From Eric M rones 25 Great Sax Solos
Solo by Junior Walker
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Urgent (1981) - Foreigner
Transcription #55
#4 US
Produced by
Robert John "Mutt" Lange
©
B Flat Tenor Sax Solo by Junior Walker
Words and Music
by Mick Jones
growlloco flutter tongue
growl
flutter tongue
loco
gliss
2.56
copied from Morones '25 Great Sax Solos'Transcription Copied From Eric Morones 25 Great Sax Solos
APPENDIX(E(
Standard(Interview(Questions(
!
Before!we!begin!I’d!like!to!confirm!with!you!that!you!are!willing!for!me!to!
record!this!conversation!to!be!transcribed!as!used!as!part!of!the!data!for!my!
research.!Please!can!you!confirm!that!that!is!okay?!
Thank!you.!!
1.!How!do!you!view!popular!music!(compared!to!jazz/fusion/other!music)?!!
Why?!!
!2.!Do!you!see!different!genres!as!having!more!musical!value!than!others?!
Which!ones!and!why?!!
!
INCLUSION(OF(THE(SAXOPHONE(OR(SAXOPHONIST(
3.!!What!sort!of!saxophonist!do!you!predominantly!see!yourself!as?!!
4.!Are!there!occasions!where!you!play!a!different!role!to!this?!!
5.!!What!do!you!think!the!sax!brings!to!a!record?!Do!different!saxes!bring!
different!things?!
6.!Did!you!make!any!changes!in!physical!setup!from!your!regular!playing!
when!performing!on!the!pop!song?!
!
SOLOING(AND(THE(PRODUCTION(PROCESS(
7.!How!do!you!view!soloing?!Should!it!always!be!improvised!or!can!it!be!preQ!
composed?!A!mixture?!how!many!takes?!When!in!the!construction!process!is!
the!saxophone!solo!recorded?!!
8.!Do!you!change!melodic!development/melodic!choices!different!playing!pop!
from!other!genres!of!music?!What!do!you!change?!!
9.!Is!it!important!to!know!what!a!song!is!about!before!you!solo?!Why/why!not?!
There’s(a(famous(Dexter(Gordon(quote(about(playing(the(lyrics…(
10.!How!much!explanation!of!a!songs!meaning!is!communicated!to!you!at!a!
session!and!who!provides!the!explanation?!Does!this!differ!with!different!
artists?!When!do!you!receive!this?!
11.!Have!you!ever!spent!time!recording!solos!and!then!not!had!one!of!them!
used?!!
12.!How!are!your!solos!constructed?!(organically!or!pasted!together!by!
producer)!!
13.!Have!you!ever!had!producers!cut!and!reconstitute!solos!after!you’ve!left!
the!studio?!How!does!that!feel?!Do!you!agree!with!this!approach?!!
14.!Were!you!asked!for!approval!of!which!of!your!takes!was!used!on!the!end!
product?!!
15.!Did!you!ever!struggle!to!find!inspiration!when!crossing!into!more!
commercial!genres?!What!do!you!do!if!you!find!yourself!inspirationally!
challenged?!!
16.!Do!you!prefer!a!dry!sound!for!recorded!solos?!What!effects!do!you!like!(if!
not!dry)!and!how!much!of!them?!Do!you!provide!instructions!regarding!
maintaining!your!saxophone!sound!in!terms!of!allowed!reverb!and!effects?!
17.!Did!you!perform!your!track!separately!or!as!a!band!in!the!production!
process?!At!what!stage!in!the!production!process!was!the!solo!added?!How!
aware!of!the!final!product!were!you?!Did!you!get!to!rehearse!with!the!band!
before!the!recording!date!if!the!song!is!not!electronic?!At!what!time!in!the!
recording!process!do!you!normally!record!the!saxophone!solo!onto!the!song?!
Are!the!vocals!present!or!just!the!groove/part!of!the!groove?!
18.!How!much!information!regarding!the!song!are!you!given!prior!to!session!
or!do!you!just!turn!up?!
19.!Do!these!experiences!change!across!different!solos!that!I!have!
transcribed!or!elsewhere?!
20.!Do!you!ever!have!any!compositional!input!outside!of!the!solo?!If!so,!what!
was!it?!Do!you!consider!yourself!as!a!soloist!to!be!a!contributing!composer?!
How!does!ownership!of!this!sit!on!iconic!material?!!
21.!Why!did!they!choose!you!for!particular!solos,!rather!than!someone!else?!
Could!you!think!of!another!player!who!could!have!done!the!tune!justice?!
(legitimacy,!availability,!language)!!
22.!Do!you!think!of!specific!players!when!you!are!playing!particular!genres?!
Who!for!which!genre?!Do!you!try!to!emulate/copy/avoid!their!style?!What!
personal!influences!do!you!feel!when!trying!to!play!in!certain!ways?!
23.!Do!you!try!and!get!a!certain!number!of!ideas!into!a!solo!lasting!a!certain!
number!of!bars?!Do!you!consider!a!need!to!include!some!sort!of!virtuosic!
passage!within!a!solo?!!
24.!Do!you!alter!your!style!of!vibrato!when!playing!popular!music!from!other!
genres?!
25.!Do!you!feel!that!something!specifically!saxophone!or!jazz!related!needs!to!
be!included!to!mark!that!it!is!a!saxophone!solo!that!has!been!chosen?!Do!you!
feel!any!need!to!justify!the!saxophone’s!inclusion!in!the!music?!
26.!Are!you!always!aware!of!the!time!restriction?!Do!you!do!anything!to!limit!
yourself?!Does!this!compare!to!playing!in!big!bands?!Do!you!feel!pressured!
to!present!something!in!a!much!shorter!time!period!than!the!amount!of!time!
you!have!in!jazz!soloing?!
27.!Is!there!a!conscious!amount!of!the!saxophone!range!you!would!use!in!
pop!soloing?!!I!note!you!rarely!venture!into!the!bottom!octave!of!whichever!
horn!you!are!soloing!on!and!you!tend!to!go!much!lower!in!your!jazz!solos?!
28.!Are!there!highest!or!lowest!notes!that!you!would!consider!playing!in!your!
pop!solos!and!would!this!differ!from!popular!music?!
29.!Were!you!ever!given!a!choice!of!the!saxophone!selection!for!a!song?!
Does!a!song!suggest!a!saxophone!to!you?!How?!Many!of!your!solos!are!on!
soprano,!is!that!your!decision!or!something!requested!of!you?!
30.!How!many!takes!did!you!perform!on!the!solo?!How!many!takes!to!you!
normally!record!for!solos?!
31.!Are!you!aware!of!any!alternate!solo!recordings!for!any!of!the!songs!you!
have!soloed!on?!Do!you!know!why!yours!was!selected?!Famous(examples(
include(Lady(Madonna(by(the(Beatles(and(Baker(Street(that(was(originally(
supposed(to(have(a(guitar(rather(than(saxophone(hook.(
32.!Are!there!clichéd!phrases!you!use!in!solos?!How!do!you!feel!about!using!
them?!Are!they!useful?!Can!you!play!some!that!you!use?!!
33.!What!about!shapes!and!solos?!Would!you!use!a!particular!shape!such!as!
‘high!note’!at!the!end!as!a!standard!tool?!
34.!Are!you!aware!of!the!recurring!improvisational!ideas!across!your!pop!
output?!
35.!Does!your!pattern!for!melodic!development!change!between!playing!jazz!
and!pop?!Are!you!more!explicit!in!your!pop!recordings?!Q!
36.!What!makes!you!play!a!particular!blues/or!other!genre!influenced!solo?!
37.!I!note!in!yours!(and!others)!solos!that!blues!licks!often!make!an!
appearance!even!in!nonQblues!material.!Why!is!this?!
38.!Do!you!consider!your!improvisational!language!to!differ!depending!upon!
the!instrument!chosen?!Particularly!between!soprano!and!the!other!horns.!Is!
this!more!or!less!pronounced!in!popular!music!or!jazz?!
39.!Is!there!any!deliberate!approach!to!emulate!vocalists!either!in!terms!of!
sliding!to/from!notes!or!making!your!melodies!easily!singable!unlike!playing!
bebop!style!solos?!
40.!Are!there!any!other!pop!solos!that!you!have!played!of!which!you!are!
proud?!Why?!Are!you!proud!of!your!pop!output?!
41.!I’ve!also!noted!that!certain!pieces!of!melodic!language!appear!in!solos!by!
a!whole!range!of!players?!Can!you!think!what!those!‘clichés’!would!be?!Are!
there!particular!melodic!ideas!you!use!when!crossing!between!different!styles!
of!popular!music!e.g.!into!hip!hop!etc.!
42.!What!might!you!do!live!in!a!solo!you!wouldn’t!do!on!a!recording?!Would!
you!get!more!time!live?!
!
Song8Specific(Questions(for(Branford(Marsalis(
!
43.!Did!you!know!that!you!would!be!mentioned!by!name!mid!solo!in!“I!Love!
Your!Smile?’!
44.!Englishman!in!New!York!was!famously!written!about!Quentin!Crisp.!Did!
Sting!make!you!aware!of!this!before!the!recording?!
45.!Both!songs!also!finish!with!solo!sax!on!the!outro?!Was!this!a!conscious!
idea!instigated!by!yourself?!
46.!‘Fortress!Around!Your!Heart’!has!an!extended!playful!motif!in!the!
opening?!
!
Closing(Questions(
(
47.!Why!do!you!think!the!saxophone!solo!disappeared!from!common!usage!in!
popular!music?!
48.!Can!you!tell!when!you’re!recording!something!if!it’s!going!to!be!a!hit?!
49.!If!there’s!one!thing!that!you!think!makes!a!good!solo!what!would!you!say!
that!one!thing!would!be?!
!
Thank!you!for!your!time.!!
 
 
 
Locked Bag 1797 
PENRITH  NSW  2751 
 
Music Area, School of  Humanities and Communication Arts 
Building O, Kingswood 
T  61 2 4736 0164   F 61 2 4736  0166 
 
 
 
         
Dear Mr. Pickett 
 
I am a PHD student at the University of Western Sydney, Australia working on my 
thesis Understanding popular music 1972-1988 through saxophone solos supervised 
by Associate Professor Diana Blom, John Encarnacao and Dr. Brendan Smyly. 
I have long held an interest in the role of the saxophone in popular music, in particular 
the embodied meaning the saxophone holds due to its usage as the soloing instrument 
over others (eg. the guitar), but also the thought processes saxophonists employ when 
working in this genre, and also the thought processes of musicians that perform other 
styles when crossing into this genre. 
 
I am presently looking planning a funded research trip in mid to late October 2015 to 
interview renowned saxophonists and discuss their recorded work. I am presently 
planning to visit L.A., (Oct 18-21) New York (Oct 22-26) and the UK (Oct 27– Nov 
1) and request an hour of your time to discuss both the larger questions but also the 
specifics of some of your personal output into the popular music world. Stopping in 
other cities is a possibility as is discussing on Skype/Facetime if that is more suitable 
to your timetable. You may wish to point me to specific work that you have strong 
thoughts on as well as your better known output as sometimes it is difficult to identify 
which saxophonists played on which recordings. 
 
I am aware that you have worked with many pop performers. Please let me know if 
there is any of your work specifically you wish me to include in my study, analyse 
and discuss when we meet.  
 
  
APPENDIX F 
Example of the Formal Letter Sent to Prospective Interviewees 
Although I am now an Australian resident I am English-born and studied my 
undergraduate degree at the Royal Northern College of Music in Manchester with 
Andy Scott and Rob Buckland. They are fully supportive of my doctoral studies and 
endorse my research project. 
 
I attach a list of general questions and the formal university documents showing 
further information and the ethical nature of my studies. 
Yours faithfully 
 
Rob Woodward 
17572011@uws.edu.au 
www.robwoodward.com.au 
+(61) 423 427 882 
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Participant Information Sheet 
 
 
 
Project Title: Understanding popular music 1972-1988 through saxophone solos 
 
 
Project Summary: This research examines the use of the saxophone solo in pop music. It a) queries the 
significance of the saxophone’s inclusion in the music; and b) aims to identify the playing techniques and 
improvisatory signatures employed by saxophone players whilst playing pop in the period 1972-1988. I 
propose to interview saxophone players locally and internationally seeking responses to issues arising from 
a literature review and a number of transcriptions. 
 
You are invited to participate in a research study being conducted by Robert Woodward, PHD music student 
in the School of Humanities and the Arts at the University of Western Sydney under the Supervision of 
Associate Professor Diana Blom, John Encarnacao and Dr. Brendan Smyly. 
 
 
How is the study being paid for? 
This study is not being paid for. It is an HDR project for the University of Western Sydney. 
 
What will I be asked to do? 
Discussion with candidate regarding your views on playing pop saxophone solo comparing them to your 
other musical activities, Candidate will provide transcriptions of some material and question you specifically 
regarding some of your recorded ‘pop’ solos. This discussion will ideally take place in person in a location 
convenient to you but may be carried out by skype/facetime should meeting be logistically impossible. 
 
How much of my time will I need to give? 
Approximately one hour of discussion regarding your recorded saxophone solos in popular music. 
 
What specific benefits will I receive for participating? 
No remuneration is available for the study. Your playing will however be discussed in a doctorate. 
 
Will the study involve any discomfort for me? If so, what will you do to rectify it? 
The study will only involve asking questions about your musical activities. 
 
How do you intend to publish the results? 
Please be assured that only the researchers will have access to the raw data you provide. 
 
The findings of the research will be published in the candidate’s thesis and other papers drawn from the 
thesis. A book publication is not being ruled out entirely at this stage. Your name will not be confidential 
within this study as the identity and playing styles of renowned saxophonists is key to the subject of the 
thesis. 
 
*Please note that the minimum retention period for data collection is five years. 
 
Can I withdraw from the study? 
Participation is entirely voluntary and you are not obliged to be involved. If you do participate, you can 
withdraw at any time without giving a reason. 
 
 
Music Department 
School of Humanities and the Arts 
University of Western Sydney 
Locked Bag 1797 
Penrith NSW 2751 
Australia 
 
Email: [enter text] 
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If you do choose to withdraw, any information that you have supplied can be withdrawn from the project as a 
whole if you choose. 
 
Can I tell other people about the study?  
Yes, you can tell other people about the study by providing them with the chief investigator's contact 
details. They can contact the chief investigator to discuss their participation in the research project and 
obtain an information sheet. 
 
Data storage  
There are a number of government initiatives in place to centrally store research data and to make it 
available for further research. For more information, see http://www.ands.org.au/ and 
http://www.rdsi.uq.edu.au/about. Regardless of whether the information you supply or about you is stored 
centrally or not, it will be stored securely and it will be de-identified before it is made to available to any other 
researcher. 
 
What if I require further information? 
Please contact Rob Woodward should you wish to discuss the research further before deciding whether or 
not to participate. You may also contact his supervisors. 
 
Associate Professor Diana Blom, (02) 4736 0164,  d.blom@uws.edu.au, John Encarnacao (02) 4736 0875, 
j.encarnacao@uws.edu.au, Brendan Smyly (02) 4736 0494, b.smyly@uws.edu.au  
 
What if I have a complaint? 
This study has been approved by the University of Western Sydney Human Research Ethics Committee. 
The Approval number is [enter approval number once the project has been approved] 
 
If you have any complaints or reservations about the ethical conduct of this research, you may contact the 
Ethics Committee through the Office of Research Services on Tel +61 2 4736 0229 Fax +61 2 4736 0013 or 
email humanethics@uws.edu.au. 
 
Any issues you raise will be treated in confidence and investigated fully, and you will be informed of the 
outcome. 
 
If you agree to participate in this study, you may be asked to sign the Participant Consent Form. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Participant Information Sheet and Consent Form  Version [  ] 10 December 2014 
3 
 
 
 
 
Human Research Ethics Committee                                                             
Office of Research Services   
 
Participant Consent Form 
 
This is a project specific consent form. It restricts the use of the data collected to the named project by the 
named investigators. 
 
Project Title: Understanding popular music 1972-1988 through saxophone solos 
 
 
 
I,______________________________________________  [name of participant] consent to participate in 
the research project titled ‘Understanding popular music 1972-1988 through saxophone solos’. 
 
I acknowledge that: 
 
I have read the participant information sheet [or where appropriate, ‘have had read to me’] and have been 
given the opportunity to discuss the information and my involvement in the project with the researcher/s. 
 
The procedures required for the project and the time involved have been explained to me, and any questions 
I have about the project have been answered to my satisfaction. 
 
I consent to the analysis of my performances and interview on the subject of my own performances as well 
as pop saxophone performance as a medium. 
 
I understand that my involvement is not confidential and that the information gained during the study will be 
published including information specific to my identity. 
 
I understand that I can withdraw from the study at any time, without affecting my relationship with the 
researcher/s now or in the future. 
 
Signed: 
Name: 
Date: 
Return Address: Rob Woodward, Music Department, School of Humanities and the Arts, University of 
Western Sydney, Second Avenue, Kingswood, NSW, 2747 
17572011@uws.edu.au 
robwoodwardsax@gmail.com 
 
 
 
This study has been approved by the University of Western Sydney Human Research Ethics Committee. 
The Approval number is: [enter approval number] 
 
If you have any complaints or reservations about the ethical conduct of this research, you may contact the 
Ethics Committee through the Office of Research Services on Tel +61 2 4736 0229  
Fax +61 2 4736 0013 or email humanethics@uws.edu.au. Any issues you raise will be treated in confidence 
and investigated fully, and you will be informed of the outcome. 
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